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ABSTRACT
T h is t h e s i s  i s  a s tu d y  o f  S h a k esp ea re ’ s u s e  o f  s o l i l o ­
quy, a c o n v e n t io n  common t o  e a r l y  E n g lish  tragedy* I t s  
purpose  i s  t o  determ ine  h i s  developm ent o f  th e  dram atic  
e f f e c t i v e n e s s  o f  th e  d ev ice*
The in tr o d u c t o r y  ch a p ter  i s  a g e n e r a l  d i s c u s s i o n  o f
soliloquyi i t s  dramatic functions, tht diff@r®nt critical 
v ie w s  r eg a r d in g  th e  c o n v e n t io n ,  and a b r i e f  c o n s id e r a t io n  
o f  th e  u s e  o f  th e  d e v ic e  by Kyd and Marlowe. S h a k e sp e a r e 's  
u se  o f  s o l i l o q u y  has been  examined under th e  f o l lo w in g  
t o p i c s :  " S e l f - d e s c r ib e d  V i l l a i n s "  (Richard I I I ,  Iago  and
Edmund), "Heightened Pathos" (Romeo and J u l i e t ,  R ichard I I  
and L e a r ) ,  and " C o n f l ic t s  o f  Mind" (B ru tu s , Hamlet and Mac­
b e t h ) .  Some o f  th e  sp ee ch es  o f  R ichard I I  and L ear , a l ­
though n o t  s o l i l o q u i e s  i n  th e  s t r i c t  s e n s e ,  have a s im i la r  
"detached q u a l i t y "  and th e r e f o r e  have been in c lu d e d  i n  th e  
stu d y .
Richard I l l ' s  s o l i l o q u i e s ,  w hich show th e  i n f l u e n c e  o f  
Kyd and Marlowe on S h a k e sp e a r e 's  e a r l y  p l a y s ,  are a d i r e c t  
and t h e r e f o r e  more p r im i t iv e  means o f  s e l f - e x p l a n a t i o n  and 
e x p o s i t i o n  o f  th e  a c t i o n  than th o s e  o f  Iago and Edmund, 
whose v i l l a i n y  and e v i l  d e s ig n s  are  more s u b t ly  r e v e a le d .  
L e a r 's  la m en ts  and th e  s o l i l o q u i e s  o f  Romeo and J u l i e t  
s t r e s s  th e  t r a g i c  s i g n i f i c a n c e  o f  th e  im m ediate s i t u a t i o n
i i
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I i i
and cum ulate t o  in c r e a s e  th e  p a th os  o f  th e  c a ta s tr o p h e .  
Richard I I * s  sp e e c h e s ,  how ever, have a r h e t o r i c a l  q u a l i t y  
w hich h in d e r s  a com plete  i d e n t i f i c a t i o n  betw een him and 
th e  a u d ie n c e .  B r u tu s ’ i n t e r n a l  d e b a te s ,  a lth o u g h  th e y  
r e f l e c t  th e  s t r u g g le  betw een  h i s  n o b le  n a tu re  and h i s  
p a t r i o t i c  i d e a l s ,  l a c k  th e  em o tio n a l  i n t e n s i t y  d i s t i n c t i v e  
o f  th e  s o l i l o q u i e s  o f  Hamlet and Macbeth.
A d e f i n i t e  developm ent i n  th e  u se  o f  s o l i l o q u y  can  
be t r a c e d  through out S h a k e sp e a r e 's  c a r e e r :  th e  e x tr a v a ­
g a n t ly  r h e t o r i c a l  v e r s i f i c a t i o n  g r a d u a l ly  m atures to  a s t y l e  
more c h a r a c t e r i s t i c  o f  spontan eou s u t t e r a n c e ;  d i r e c t  e x p o s i ­
t i o n  becomes l e s s  prom inent ‘a s  Shakespeare b e g in s  to  p o r tr a y  
th e  s t a t e  o f  c o n s c io u s n e s s  w i t h in  th e  c h a r a c te r s  th e m se lv e s .
Reproduced with permission o f the copyright owner. Further reproduction prohibited w ithout permission.
PREFACE
E n g l is h  tr a g e d y  p a ssed  through  d e f i n i t e  s t a g e s  o f  . 
developm ent d u r in g  th e  l a t t e r  h a l f  o f  th e  s i x t e e n t h  and 
e a r l y  s e v e n te e n th  c e n tu r y .  Some c r i t i c a l  work has been  
done on th e  g e n e r a l  q u e s t io n  o f  dram atic sp eech  in  th e  
t r a g e d i e s , . n o t a b l y  W olfgang Clemen’ s E n g l ish  Tragedy B efore  
S h a k esp ea re : The Development o f  Dramatic S p eech , t r a n s .  T.
S . Dorsch (London, 1961) and M. C. Bradbrook’ s Themes and 
C on ven tion s o f  E l iz a b e th a n  Tragedy (Cambridge, I 9 6 0 ) ,  But 
no s i n g l e  s tu d y  o f  th e  s o l i l o q u y ,  a p a r t i c u la r  form o f  dra­
m atic  sp eech , has y e t  been made. I f ,  a s  P r o f e s s o r  Clemen so  
c o n v in c in g ly  d e m o n stra te s ,  th e  s e t  sp ee ch es  are  ’’th e  main 
p i l l a r s ,  in d eed  th e  v e ry  fo u n d a t io n s ” (p . 12) o f  R en a issan ce  
t r a g e d y ,  th e n  a c o n c e n tr a te d  exam in ation  o f  th e  s o l i l o q u y  
perhaps w i l l  prove v a lu a b le  f o r  a b e t t e r  u n d erstan d in g  o f  
t h a t  p e r io d  o f  E n g l i s h  drama.
Because o f  t h e  fr e q u e n t  use o f  s o l i lo q u y  by e a r l y  Eng­
l i s h  p la y w r ig h ts  and t h e i r  v a r ie d  ach ievem en ts  in  h a n d lin g  
th e  d e v i c e ,  I  found i t  n e c e s s a r y  t o  l i m i t  my r e se a r c h  t o  
S h ak esp ea re . T h is r e s t r i c t i o n ,  how ever, d oes not d e t r a c t  
from th e  p o s s i b l e  b e n e f i t  o f  t h e  i n v e s t i g a t i o n ,  f o r  Shake­
sp eare  i s  a f o c a l  p o in t  in  th e  developm ent o f  E l iz a b e th a n  
drama: he was in f lu e n c e d  t o  some e x te n t  by t h e  dram atic t e c h ­
n iq u e  o f  h i s  p r e d e c e s s o r s  and con tem p o ra r ies  and e x e r te d  an
~iv
Reproduced with permission o f the copyright owner. Further reproduction prohibited w ithout permission.
even g r e a t e r  i n f lu e n c e  on th e  d r a m a t is t s  who im m ed ia te ly  s u c ­
ceeded  him.
In s tu d y in g  th e  s o l i l o q u y  in  Shakespearean tr a g e d y  two  
b a s ic  c o n s id e r a t io n s  are  im portant: th e  dram atic purpose f o r
w hich he u se s  t h i s  d e v ic e  and h i s  m a tu r ity  in  t e c h n iq u e .  The 
p la y s  b e s t  s u i t e d  f o r  ex am in ation  are  Richard I I I . Romeo and 
J u l i e t t R ichard I I . J u l i u s  C a e sa r . H am let. O t h e l l o . King L ea r , 
and M acbeth. Owing t o  th e  u n c e r ta in t y  o f  S h ak esp ea re’ s a u th o r ­
sh ip  o f  T i tu s  Andronicus and Timon o f  A th en s , t h e s e  t r a g e d i e s  
have been ex c lu d ed  from th e  t h e s i s .  S in ce  t h e r e  i s  co m p a ra t iv e ly  
l i t t l e  u se  o f  s o l i l o q u y  in  Anthony and C leop atra  and C o r io la n u s . 
t h e s e  p la y s  have a l s o  been o m it te d .
I have p u r p o s e fu l ly  avo id ed  in te r c h a n g in g  t h e  u se  o f  
” s o l i lo q u y "  and "monologue." The form er term  I have r e s t r i c t e d  
t o  t h e  s e t  sp eech es  made by a c h a r a c te r  when a lo n e  on t h e  s t a g e .  
There i s  o n ly  one a c t u a l  s o l i l o q u y  in  Richard I I . th e  p r iso n  
sp eech  in  Pom fret C a s t l e .  S e v e r a l  t im e s  throughout th e  p la y ,  
however, R ichard d r i f t s  i n t o  dram atic  r e v e r i e s  w h ich , even  
though th e r e  are  o th e r  c h a r a c te r s  p r e s e n t ,  have th e  e f f e c t  o f  
i s o l a t i n g  him in  h i s  th o u g h ts .  King Lear does not u t t e r  a 
s i n g l e  s o l i l o q u y ,  but h i s  r a v in g s  during  th e  heath  sc e n e s  and 
h i s  lam en ts o v er  t h e  body o f  C o r d e lia  have a d e tach ed  q u a l i t y  
s i m i la r  t o  R ich a rd ’ s m u sin gs. I t  i s  f o r  th e s e  p a s sa g e s  o f  
R ich a rd ’ s s e l f - a n a l y s i s  and L ea r’ s em o tio n a l  o u tb u r s t s  t h a t  I  
have r e se r v e d  th e  use o f  "monologue."
I w ish  t o  thank Dr. J .  F. S u l l i v a n ,  my d i r e c t o r ,  w i t h ­
out whose a s s i s t a n c e  and .encouragement t h i s  t h e s i s  cou ld  not  
have been co m p le ted . I  am a l s o  g r a t e f u l  t o  Dr. M. J .  Manley
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and Rev. J .  A. M alone, C .S .B . ,  P h .D .,  th e  o th e r  two members 
o f  th e  com m ittee , f o r  t h e i r  s u g g e s t io n s  on th e  r e v i s i o n  o f  
th e  m an u scr ip t .  I  owe a debt o f  th an k s t o  Rev. C. P. C row ley ,  
C . S . B . , P h .D .,  Dean o f  Graduate S tu d ie s  and Head o f  th e  Eng- . 
l i s h  Department, whose recommendation f o r  a f e l l o w s h i p  enab led  
me t o  pursue a M a ster ’ s degree  in  E n g l i s h .  Mrs. H. Haberer  
a l s o  d e s e r v e s  acknowledgement f o r  her  g e n e r o s i t y  and p a t ie n c e  
in  ty p in g  th e  t h e s i s .
The t e x t  o f  S h ak esp eare ’ s p la y s  from which I quote  i s  
The New Cambridge E d i t i o n , e d i t e d  by W ill ia m  A lle n  N e i ls o n  and 
C h a rle s  J a r v i s  H i l l  (Cambridge, M a ss . ,  1 9 4 2 ) .
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CHAPTER I
THE SOLILOQUY: AN INTRODUCTION
The s o l i l o q u y  may be d e f in e d  a s  a passage  o f  dram atic  
sp eech  d e l iv e r e d  by a c h a r a c te r  when a lo n e  upon th e  s t a g e .  
There i s  g e n e r a l  c r i t i c a l  agreement in  s p e c i f y in g  th e  v a r i ­
ous f u n c t io n s  o f  s o l i l o q u y .  W olfgang Clemen d e s c r ib e s  th e  
s o l i l o q u i e s  in  pre-S hak espearean  tra g e d y  a s  ’’th e  s o l e  medium 
by which t h e  c h a r a c te r s  are  p r e se n te d  and t h e i r  s t a t e s  o f  
mind and m o tiv es  f o r  a c t i o n  r e v e a le d ;  by t h e i r  means, more­
o v e r ,  th e  dram atic  import o f  t h e  p la y  i s  made c l e a r ,  and th e  
c o u r se  o f  i t s  a c t i o n  r e v e a l e d . ”1 M. C. Bradbrook i s  more 
p r e c i s e  in  s t a t i n g  th e  u s e s  o f  th e  s o l i l o q u y ,  but h er  d i s ­
t i n c t i o n s  corresp ond  t o  P r o fe s s o r  Clemen’ s  g e n e r a l  s ta te m e n t .  
She d i v i d e s  th e  s o l i l o q u y  i n t o  th e  " e x p o s i t o r y ,” th e  r e v e l a ­
t i o n  o f  th e  th o u g h ts  and f e e l i n g s  o f  the  c h a r a c te r s  and th e
dram atic  a c t i o n ,  and t h e  "m oral," a s ta tem en t o f  the  t o t a l
2
s i g n i f i c a n c e  o f  th e  dram atic  s i t u a t i o n .  Going one s t e p  
f u r t h e r ,  R. C. H i l l  d i s t i n g u i s h e s  between th e  " in fo r m a t iv e ” 
and th e  "n atura l"  e x p o s i t o r y  s o l i l o q u y .  " Inform ative"  expo­
s i t i o n  i s  m erely  a t a l k i n g  t o  th e  au d ien ce ;  "natural"  exp o­
s i t i o n  i s  a t a l k i n g  to  o n e s e l f  a lo u d ,  r e v e a l in g  in n e r  t e n s i o n s
1 E n g l i s h  Tragedy B efore  S h ak esp ea re: The Development
o f  Dramatic S p eech , t r a n s .  T. S. D orseh (London, 1 9 6 1 ) ,  p . 1 3 .
2
See Themes and C on ven tion s o f  E l iz a b e th a n  Tragedy
(Cambridge, I95DT7 pTT-EH ------------ -----------------------------
1
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3
which are  in  e f f e c t  th e  c a u se s  o f  such s o l i l o q u i z i n g .
Thus f a r  th e r e  i s  f a i r l y  g e n e r a l  agreem ent. There a r e ,  
however, many w id e ly  v a r y in g  o p in io n s  about th e  r e a so n s  f o r  
and th e  e f f e c t i v e n e s s  o f  t h i s  dram atic d e v ic e .  For i n s t a n c e ,  
L evin  L. Schiicking m a in ta in s  t h a t  Shakespeare u s e s  th e  s o l i l o ­
quy because  o f  th e  p h y s i c a l  f e a t u r e s  o f  h i s  s ta g e :
Our drama i s  e n a c te d  under th e  t a c i t  agreement  
that< .there  are  no s p e c t a t o r s  p r e s e n t .  Only one 
w a l l ,  th a t  in  f r o n t  o f  th e  a u d ie n c e ,  i s  w an tin g  
t o  th e  s c e n e .  In c o n tr a s t  t o  t h i s ,  S h a k esp eare ’ s  
s ta g e  i s  surrounded by th e  s p e c t a t o r s  on th r e e  
s i d e s .  The a c t o r  may be s a id  t o  stand in  th e  
m idst o f  th e  au d ien ce ;  he i s  a lw ays m indfu l o f  
t h i s  w h i le  he i s  a c t i n g ,  and in  many c a s e s  
d i r e c t l y  a d d r e s s e s  h i s  s p e c t a t o r s . 4
For P r o fe s s o r  Schiick ing , th e n ,  th e  p ro x im ity  o f  a u d ien ce  and
a c t o r s ,  th e  ab sen ce  o f  t h e  modern fo u r th  w a l l  c o n v e n t io n  o f
dram atic  p r e s e n t a t io n ,  made th e  use o f  t h e  s o l i l o q u y  a lm ost
i n e v i t a b l e .
Elmer E. S t o l l ,  who a g r e e s  w ith  P r o fe s s o r  Schiick ing on
most o th e r  p o i n t s ,  d i s a g r e e s  w ith  th e  above in t e r p r e t a t i o n :
But f o r  the  E l iz a b e th a n s  t h i s  i s  t h e  e x p la n a ­
t i o n — drama not y e t  f u l l y  e v o lv e d ,  not th e  s t a g e .
I t  has been s u g g e s te d ,  and o f  l a t e  y e a r s  i t  has  
w e l l - n ig h  become a commonplace o f  c r i t i c i s m ,  
t h a t  th e  p la t fo r m  s t a g e ,  w ith  th e  r e s u l t a n t  
p ro x im ity  o f  t h e  a u d ie n c e ,  e x p l a in s ,  even i f  i t  
may not a l t o g e t h e r  j u s t i f y ,  th e  c o n f i d e n t i a l  com­
m u n ica tio n s  which th e  c h a r a c te r s  o f  t h e  Tudor 
drama are  in  th e  h a b it  o f  making t o  th e  s p e c ­
t a t o r s  b e fo r e  and around them . . . .  But th e  
same phenomena appear in  Greek drama, in  th e  
L a t in ,  S p a n ish , French, and German— in  a l l  e a r ly  
drama a s  d i s t in g u i s h e d  from t h e  modern, and o f t e n
3 See ’’Dramatic T echniques and I n t e r p r e t a t io n  in  Richard  
I I , ” in  E a r ly  Shakespeare (S tra tford -u p on -A vo n  S tu d ie s  3 ) ,  e d .  
John R u sse l  Brown and Bernard H arr is  (London, 1 9 6 1 ) ,  p . l l o .
^ C h aracter  Problems in  S h ak esp eare ’ s P la y s  (New York,
1 9 2 2 ) ,  p-rxwr------------------------------------- --------------------
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b e f o r e  l a r g e r  a u d i e n c e s ,  a n d  w i t h  t h e  a c t o r s  s t i l l  
f a r t h e r  away . . . , These  m a t e r i a l i s t i c  mechan­
i s t i c  t h e o r i e s  do n o t  c a r r y  u s  f a r .  G r e a t  a r t i s t s ,  
i n  t h e  l o n g  r u n ,  a r e  i r r e s i s t i b l e ,  and d r a m a t i s t s  
a r e  n o t  a t  t h e  mercy o f  t h e  c a r p e n t e r ;  i t  i s  
r a t h e r  t h e  a c t o r s  and t h e i r  a r t  t h a t  t h e y  have t o  
c o n s i d e r . 5
Drama i n  embryon ic  fo rm ,  t h e  need  f o r  e x p l i c i t  p r e s e n t a t i o n  o f  
c h a r a c t e r  a nd  d r a m a t i c  m o t i v a t i o n ,  a r e  t h e  r e a s o n s  P r o f e s s o r  
S t o l l  s t r e s s e s  f o r  t h e  u se  o f  s o l i l o q u y  in  e a r l y  E n g l i s h  t r a g ­
e dy .
The q u e s t i o n  o f  how much i n f o r m a t i o n  th e  s o l i l o q u y  g i v e s  
a b o u t  t h e  c h a r a c t e r  o f  i t s  s p e a k e r  i s  a l s o  d e b a t e d .  O l d e r  
c r i t i c i s m  o f  S h a k e s p e a r e  s im ply  a c c e p t e d  t h e  s o l i l o q u i e s  a s  
r e a l i s t i c  r e p r o d u c t i o n  o f  t h e  t h o u g h t  o f  th e  s p e a k e r ,  w i t h  t h e  
r e s u l t  t h a t  t h e  p e r s o n a l i t y  o f  th e  c h a r a c t e r  was open t o  c o n ­
s i d e r a t i o n .  Thus C o l e r i d g e  s e e s  i n  t h e  s o l i l o q u y  w h ich  Hamlet
u t t e r s  when r e f u s i n g  t o  k i l l  t h e  p r a y i n g  C l a u d i u s  ( I I T . i i i . 7 3 ~
6
96) ” t h e  marks  o f  r e l u c t a n c e  and p r o c r a s t i n a t i o n . ” C o l e r i d g  , 
i n s i s t s  t h a t  nt h e  c h a r a c t e r  o f  Hamlet may be t r a c e d  t o  Shake-
7
s p e a r e ’ s deep  and a c c u r a t e  s c i e n c e  i n  m e n ta l  p h i l o s o p h y . ”
In  t h e  t w e n t i e t h  c e n t u r y ,  how ever ,  s t u d i e s  o f  E l i z a b e t h a n  
s t a g e c r a f t  and c o n v e n t i o n  have s u g g e s t e d  a d i f f e r e n t  a p p ro a c h  
t o  t h e  s o l i l o q u y ,  so t h a t  P r o f e s s o r  Sch i ick ing ,  f o r  e x am p le ,  can 
s a y  o f  t h e  same p a s s a g e  i n  H a m le t :
 ^ S h a k e s p e a r e  S t u d i e s  (New York,  i 9 6 0 ) ,  p .  377 .
^ L e c t u r e s  and N o te s  on Sha k e s p e a r e  and O t h e r  E n g l i s h  
P o e t s , comp. T. Ashe 1.London, TUIT3)»" P • 364.
7 L e c t u r e s  and  N o t e s , p .  343 .
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4I f  t h e  r e a s o n s  s t a t e d  by Hamlet  had been i n ­
t e n d e d  t o  be m e re ly  s p e c i o u s  ones  S h a k e sp e a re  
would a t  l e a s t  have made Hamlet a d d ,  w i t h  t h a t  
knowledge o f  h i m s e l f  which  e l s e w h e r e  d i s t i n ­
g u i s h e s  him, "But  I  am o n ly  d e c e i v i n g  m y s e l f ;  
i n  r e a l i t y  I  c a n n o t  f o r c e  m y s e l f  t o  do t h e  
deed ."®
I n  l i k e  m an n e r ,  M iss  B ra d b ro o k  c r i t i c i z e s  t h o s e  who c o n s i d e r
t h e  d e v ic e  o f  s o l i l o q u y  a s  a medium o f  p s y c h o l o g i c a l  i n s i g h t :
Those c r i t i c s  who have been  i n t e r e s t e d  i n  t h e  
p l a y s  a s  " r e a l i s t i c ” o r  " p s y c h o l o g i c a l "  s t u d i e s  
have been  much c o n c e r n e d  w i t h  t h i s  s e l f - c h a r a c -  
t e r i z a t i o n  . . . ;  b u t  i f  i t  ]the  s o l i l o q u y ]  i s  
c o n s i d e r e d  n o t  i n  i s o l a t i o n  b u t  i n  r e l a t i o n  t o  
o t h e r  k i n d s  o f  d i r e c t  s p e e c h ,  it- a p p e a r s  a 
s t r a i g h t f o r w a r d  d e v i c e ,  h a r d l y  w o r t h  t h e  d i s ­
c u s s i o n  i t  h a s  p r o v o k e d . °
A. G. B r a d l e y ,  s p e a k i n g  i n  g e n e r a l  te rm s '  o f  S h a k e s p e a r e ’ s
c h a r a c t e r i z a t i o n ,  i n d i r e c t l y  t a k e s  C o l e r i d g e  t o  t a s k  f o r  h i s
t e n d e n c y  to w a rd  deep  p s y c h o l o g i c a l  p r o b in g :
The c e n t r e  o f  t h e  t r a g e d y ,  t h e r e f o r e ,  may be 
s a i d  w i t h  e q u a l  t r u t h  t o  be i n  a c t i o n  i s s u i n g  
from c h a r a c t e r ,  o r  i n  c h a r a c t e r  i s s u i n g  i n  a c ­
t i o n .  S h a k e s p e a r e ’ s main i n t e r e s t  l a y  h e r e .
To say  t h a t  i t  l a y  in  mere c h a r a c t e r ,  o r  was a 
p s y c h o l o g i c a l  i n t e r e s t ,  would be a g r e a t  m is t a k e  
f o r  S h a k e s p e a r e  was d r a m a t i c  t o  t h e  t i p s  o f  h i s  
f i n g e r s . I ®
The q u e s t i o n  o f  t h e  e f f e c t i v e n e s s  o f  t h e  d e v i c e  o f  s o l i l o ­
q u y  h a s  a l s o  p rovoked  some d i s c u s s i o n .  T r a c i n g  t h e  deve lop m en t  
o f  d r a m a t i c  s e t  sp e e c h  i n  p r e - S h a k e s p e a r e a n  t r a g e d y ,  P r o f e s s o r  
Clemen c o n c l u d e s  t h a t  t h e  s o l i l o q u y ,  a s  u se d  by such  p l a y ­
w r i g h t s  a s  Kyd and  M arlowe,  c r e a t e d  f o r  t h e  f i r s t  t i m e  and " i n -
C h a r a c t e r  P ro b le m s ,  p .  216.
n
Themes a n d  C o n v e n t i o n s , p .  126.
10 S h a k e s p e a r e a n  T r a g e d y . . M e r i d i a n  Books ( C l e v e l a n d ,  1 9 6 1 ) ,  
p .  2 1 .  A u t h o r ’ s i t a l i c s .
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5ward drama,” a drama p o r tr a y in g  human em otion r a th e r  th an  m erely  
r e c i t i n g  events.'* '1 On th e  o th e r  hand, P r o f e s s o r  Schiicking con­
s i d e r s  S h a k esp ea re ’ s use o f  s o l i l o q u y  a s  c o n v e n t io n a l  and u n r e a l ­
i s t i c  and r e l e g a t e s  th e  d e v ic e  t o  i n f e r i o r  dram atic ach ievem en t:
We c l e a r l y  se e  t h a t  th e  v i l l a i n s  in  Shakespeare  
are  not a llo w ed  t o  app ear  a s  hon est  c h a r a c te r s  
even in  t h e i r  own e y e s , anH~that the" n o b le " ch ar­
a c t e r s  must He n o b le  even in  th e  e y e s  o f ~t h e i r ~~ 
wicked e n e m ie s . T h is  i s  an a s t o n i s h in g  example  
o f  th e  g r e a t  c o n t r a s t s  between which t h e  a r t  o f  
Shakespeare o s c i l l a t e s .  The pendulum i s  e v e r  
sw in g ing  from th e  s id e  o f  a h ig h ly  advanced  
r e a l i s m ,  u n f e t t e r e d  by any t r a d i t i o n ,  which a l ­
low s c h a r a c te r s  i n s t i n c t i v e l y  c o n c e iv ed  t o  work 
out t h e i r  r e l a t i o n s  in  u n r e s t r i c t e d  l i b e r t y ,  t o  
th e  s id e  where th e r e  e x i s t s  an a lm ost c h i l d i s h  
p r im it iv e n e s s  and a su b m iss io n  t o  t r a d i t i o n a l  
p r a c t i c e  u t t e r l y  r e g a r d le s s  o f  th e  a c t u a l  f a c t s  
o f  l i f e . 12
Some c r i t i c s  have d is m is s e d  t h e  use o f s o l i l o q u y  a l t o g e t h e r .
The German s c h o la r  K i l ia n  c a l l e d  t h e  d e v ic e  a ’’lame m a k e sh if t ,"  
and Brander Matthews denounced i t  a s  " f a l s e  in  psych ology"  and 
t tp r im it iv e  d r a m a tu r g y ." ^
What, t h e n ,  are  t h e  r e a so n s  f o r  and what i s  th e  e f f e c t i v e ­
n e s s  o f  S h a k esp ea re ’ s use o f  s o l i lo q u y ?  These q u e s t io n s  can  
o n ly  be answered in  t h e  l i g h t  o f  some u n d erstan d in g  o f  th e  use  
o f  s o l i l o q u y  in  pre-S h ak esp earean  t r a g e d y .  For Shakespeare  d e ­
v e lo p e d  h i s  id iom  m ainly  from th e  p op u la r  p la y w r ig h ts  who p r e ­
ceded him and h i s  drama i s ,  t h e r e f o r e ,  p a r t i a l l y  th e  product o f  
h i s  a g e .
11 See E n g lis h  T ragedy, pp. 2 S 7 -9 2 .
^  C h aracter  P rob lem s, p . 6 6 .  A uthor’ s i t a l i c s .
^  As q u oted  by Bradbrook, Themes and C o n v e n t io n s . p .  3«
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Of a l l  p re-S hak espearean  d r a m a t is t s  Kyd and Marlowe 
made th e  most fre q u en t  use  o f  s o l i l o q u y .  Kyd’ s The Spanish  
Tragedy ( c a .  1536) i s  c h a r a c t e r iz e d  by a ba lan ced  r h e t o r i c a l  
s t r u c t u r e ,  a s  i s  e v i d e n t , i n  th e  f o l lo w in g  opening l i n e  o f  
H ieronim o’ s s o l i l o q u y  a f t e r  th e  murder o f  h i s  son:
0 e y e s ,  no e y e s ,  but fo u n t a in s  fra u g h t  w ith  t e a r s ;
0 l i f e ,  no l i f e ,  but l i v e l y  form o f  death;
0 w o r ld ,  no w o r ld ,  but mass o f  p u b l ic  wrongs;
C on fu s’ d and f u l l ’ d w i t h  murder and m isdeeds;
( I I I , i i .  1 -4 )
The r h e t o r i c a l  q u a l i t y  o f  t h i s  and s i m i la r  s o l i l o q u i e s  in  The 
Spanish  Tragedy can be a ccou n ted  f o r  by t h e  g r ea t  i n t e r e s t  in  
r h e to r ic  in  England du rin g  th e  second h a l f  o f  th e  s i x t e e n t h  
c e n tu r y .  The f a v o r i t e  handbook o f  t h e  t im e  was S i r  Thomas 
W ils o n ’ s The Art o f  R h e to r ic  ( 1 5 5 3 ) . ^  S tu d e n ts  w ere g iv e n  
c o u r s e s  in  r h e t o r i c ,  and u n i v e r s i t y  p la y w r ig h ts  l i k e  S a c k v i l l e  
and N orton , whose Gorboduc ( c a .  1561) i s  th e  f i r s t  E n g l is h  t r a g ­
ed y , modeled t h e i r  p la y s  on th e  b a lan ced  r h e t o r i c a l  s t y l e  o f  
Senecan t r a g e d y .
The Sp anish  Tragedy was a p op u lar  s u c c e s s  and a t  th e  
b e g in n in g  o f  h i s  c a r e e r  Marlowe was in f lu e n c e d  by Kyd's s t y l e  
o f  dram atic  sp e e c h .  The s o l i l o q u i e s  in  th e  two p a r ts  o f  
M arlowe’ s Tamburlaine ( 1 5 3 7 - 3 ) ,  how ever, ta k e  on a new c h a ra c ­
t e r i s t i c .  B e s id e s  th e  r h e t o r i c a l ,  th e r e  i s  a l s o  a bom bastic  
q u a l i t y .  In so  f a r  a s  t h i s  bombast r e v e a l s  th e  p r id e  and 
h a u g h t in e s s  o f  Tam burlaine, t h e  main c h a r a c t e r ,  Marlowe’ s
14
Thomas Kyd, The S p an ish  Tragedy, e d .  P h i l i p  W. Edwards 
(London, 1 9 5 9 ) ,  p . 5TT
^  See Clemen, E n g l i s h  T raged y , p .  23 .
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grandiloquence in  t h i s  play represents a development in  the  
technique o f  the so li lo q u y :  s e lf -p o r tr a y a l  i s  beginning to  
replace Senecan r h e to r ic .  I t  i s  not u n t i l  Marlowe’ s Doctor 
Faustus (1 538 -9 ) , however, that  there  i s  any r e a l  advance so 
th a t  the s o l i lo q u ie s  are o rg a n ic a lly  re la ted  to  one another. 
Faustus, in  h is  s o l i lo q u ie s ,  leads the audience on the  path of  
a v i t a l  r e l ig io u s  exp er ience . He i s  not merely reporting  events;  
he i s  s ta t ip g  th e  t o t a l  s i t u a t io n ,  the core o f  the p lay . Pro­
f e s s o r  Clemen has summed up the importance o f  Doctor Faustus in  
th e  development o f  the so li loq u y:
Thus the handling o f  the so l i lo q u y  in such a way 
that fo r  the f i r s t  time in  E nglish  drama i t  re ­
produces the actu a l inner experience o f  a s o l i l ­
oquy has led  in  t h i s  play to  the development of  
a new type o f  speech, and one th a t  i s  unmistak­
ably d ifferen ce  from anything th a t  has been heard 
b e fo r e .16
From th e  r h e t o r ic  o f  Gorboduc and The Sp an ish  T raged y .
th rou gh  t h e  bombast o f  Tamburlaine and t h e  m o r a l iz in g  o f  D octor
F a u s tu s : t h e s e  are  th e  s t a g e s  through  which t h e  s o l i l o q u y  had
p assed  by th e  tim e Shakespeare was w r i t in g  h i s  f i r s t  p l a y s .
That Shakespeare was in f lu e n c e d  by Kyd and Marlowe in  th e  d e v ic e
o f  th e  s o l i l o q u y  th e r e  can be no doubt. A d r a m a tis t  cannot
escape the conventions o f  h is  age u n less  he i s  a d e l ib e r a te  r e b e l ,
which Shakespeare was not:
S h a k esp ea re ’ s work i s  everywhere pervaded by 
c o n v e n t io n a l  and s t e r e o ty p e d  e lem en ts  i n h e r i t ­
ed from t h e  p a s t ,  a lw ays a s s o c i a t e d ,  how ever,  
w ith  th e  new e lem en ts  t h a t  a re  t h e  product o f  
h i s  own remarkable c r e a t i v e  u r g e .17
An exa m in a tio n  o f  t h e s e  " co n v en tio n a l"  and "new e lem en ts"  
i s  t h e  b a s i s  o f  t h i s  s tu d y  o f  s o l i l o q u y  in  Shakespearean t r a g e d y .
^  E n g l i s h  T ragedy, p . 151 .
I?  Clemen, E n g lish  T raged y , p . 18 .
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CHAPTER II
SELF DESCRIBED VILLAINS
One o f  th e  f u n c t io n s  o f  s o l i l o q u y  in  Shakespearean t r a g ­
edy i s  t o  r e v e a l  th e  b a s ic  c h a r a c t e r i s t i c s  o f  th e  dram atis  
p e r so n a e . When th e  v i l l a i n s  use th e  d e v ic e  f o r  t h i s  p u rp o se ,  
th e y  o f t e n  speak o p en ly  o f  t h e i r  w ic k e d n e ss  and a lw ays inform  
th e  a u d ien ce  o f  t h e i r  p la n s  f o r  i n t r i g u e ,  Richard I I I ,  Iago  
and Edmund a r e  S h a k esp eare ’ s c h i e f  v i l l a i n s .  The aim o f  t h i s  
c h a p te r  i s  t o  c o n s id e r  t h e i r  s o l i l o q u i e s  o f  s e l f - e x p l a n a t i o n  
and t o  d i s c o v e r  any d i f f e r e n c e s  in  th e  way in  w hich t h e s e  v i l ­
l a i n s  are  c h a r a c t e r iz e d .
Richard I I I
Richard speaks an im portant p a ssage  o f  s e l f - d e s c r i p t i o n
in  th e  t h i r d  a c t  o f  I I I  Henry VI ( 1 5 9 0 -9 1 ) ,  th e  c h r o n ic le  p la y
w r i t t e n  two o r  th r e e  y e a r s  b e f o r e  Richard I I I . He b e g in s  th e
le n g th y  s o l i l o q u y  by denouncing th e  r e c e n t l y  crowned Edward
and th e  o th e r  h in d ran ces  t o  h i s  a c c e s s io n  t o  th e  th ro n e :
Would he were w a s ted , marrow, b o n e s ,  and a l l ,
That from h i s  l o i n s  no h o p e fu l  branch may s p r in g ,
To c r o s s  me from th e  g o ld e n  t im e  I lo o k  f o r !
And y e t ,  betw een  my s o u l ’ s d e s i r e  and me—
The l u s t f u l  Edward’ s t i t l e  b u r ie d —
I s  C la r e n c e ,  Henry, and h i s  son young Edward,
And a l l  th e  u n lo o k ’ d f o r  i s s u e  o f  t h e i r  b o d ie s  
To ta k e  t h e i r  rooms, e re  I  can p la c e  m y se lf:
A c o ld  p r e m e d ita t io n  f o r  my purpose!
( I I I . i i . 12 5 -3 3 )
3
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The b e g in n in g  o f  t h i s  sp ee ch  i s  c l e a r l y  e x p o s i to r y :  i t  s t a t e s
R ic h a r d 's  d e s i r e  f o r  t h e  crown and s p e c i f i e d  t h o s e  who must be  
murdered t o  a t t a i n  i t .
He th e n  p roceed s  t o  d e s c r ib e  h i s  p h y s i c a l  d e fo rm ity :  h i s  
arm shrunk " l i k e  a w i t h e r 'd  shrub,"  h i s  body mocked by "an en ­
v io u s  mountain" on h i s  back, and h i s  l e g s  shaped " o f  an unequal
s i z e "  ( I I I . i i . 1 5 3 - 6 2 ) .  T h is  g r o te sq u e  app earance , R ichard s t a t e s ,
i s  th e  rea so n  f o r  h i s  d e sp a r a te  d e s i r e  o f  th e  crown. The au d ien ce  
was t o  be l e f t  in  no doubt about h i s  m o t iv a t io n .
Aware o f  th e  d i f f i c u l t i e s  in  a t t a i n i n g  h i s  g o a l ,  he con­
t i n u e s  in  words which r e f l e c t  h i s  f r e n z ie d  s t a t e  o f  mind and h i s  
d i a b o l i c a l  i n t e n t  t o  use  any means to  t h e  end:
And y e t  I  know n ot how to  g e t  th e  crown,
For many l i v e s  stan d  between me and home;
And I — l i k e  one l o s t  in  a th o rn y  wood,
That ren ds th e  th o r n s  and i s  r e n t  w ith  t h e  th o r n s , .
Seeking a way and s t r a y in g  from th e  way,
Not knowing how t o  f in d  th e  open a i r  
But t o i l i n g  d e s p e r a t e ly  t o  f in d  i t  o u t , —
Torment m y se l f  t o  c a tc h  th e  E n g l i s h  crown;
And from t h a t  torment I w i l l  f r e e  m y se lf  
Or hew my way out w ith  a b lood y  a x e .
( I I I . i i . 172-31)
In th e  c l o s i n g  l i n e s  o f  th e  s o l i l o q u y  comparison i s  p i l e d
upon com parison a s  Richard d e s c r ib e s  h i s  a b i l i t y  t o  c o n c e a l  h i s
d e v i l i s h  n a tu re  and d e s ig n s :
Why, I can s m i le ,  and murder w h i le s  I s m i l e ,
And c ry  "Content" t o  t h a t  which g r ie v e s  my h e a r t ,
And wet my cheeks w ith  a r t i f i c i a l  t e a r s ,
And frame my f a c e  t o  a l l  o c c a s s i o n s .
I ' l l  drown more s a i l o r s  than th e  mermaid s h a l l ;
I ' l l  s l a y  more g a z e r s  than  t h e  b a s i l i s k ;
I ’ l l  p la y  th e  o r a to r  a s  w e l l  a s  N e s to r ,
D ece iv e  more s l i l y  than  U ly s s e s  c o u ld ,
And, l i k e  S in on , ta k e  a n o th er  Troy.
I  can add c o lo u r s  t o  the  cham eleon ,
Change shapes w ith  P ro teu s  f o r  a d v a n ta g e s ,
And s e t  th e  murderous M achiavel t o  s c h o o l .
( I I I . i i . 132 -93 )
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The in f lu e n c e  o f  Kyd and Marlowe upon S h a k esp ea re ’ s 
e a r ly  w r i t in g  i s  co n sp icu o u s  in  t h i s  sp ee ch , e s p e c i a l l y  in  th e  
s e c t i o n  j u s t  q u o ted . The b a lan ced  r h e t o r i c a l  q u a l i t y  i s  Kyd’ s ,  
t h e  l o f t y  p o e t i c  lan gu ag e , Marlowe’ s .  I l l  Henry VI was composed 
about th r e e  y e a r s  a f t e r  The S p an ish  Tragedy and perhaps on ly  
one o r  two y e a r s  a f t e r  T am burlaine . No doubt th e  e lo q u e n t  
p h ra ses  o f  Hieronimo and t h e  sonorous l i n e s  o f  T am burlaine, a s  
spoken by th e  p op u lar  a c t o r  Edward A l le y n ,  were s t i l l  r in g in g  in  
S h a k esp ea re ’ s e a r s .  At t h i s  t im e  in  h i s  c a r e e r ,  he to o k  over  
t h e  d e v ice  o f  s o l i l o q u y  from h i s  two s u c c e s s f u l  p r e d e c e s s o r s  
and, a s  t h i s  sp eech  o f  R ichard d e m o n s tr a te s ,  im it a t e d  t h e i r  r ic h  
and somewhat a r t i f i c i a l  form o f  dram atic s e t  sp ee ch .
The s o l i l o q u i e s  in  Richard I I I  have a l y r i c  q u a l i t y  sim ­
i l a r  t o  t h a t  o f  the above p a ssage  from I I I  Henry V I. The p la y  
b e g in s  w ith  a h ig h ly  r h e t o r i c a l  sp eech  a s  R ichard , a lo n e  on th e  
s t a g e ,  in form s t h e  a u d ien ce  t h a t  the Y o r k is t s  are  in  power:
Now i s  th e  w in t e r  o f  our d i s c o n te n t
Made g l o r i o u s  summer by t h i s  sun o f  York;
And a l l  th e  c lo u d s  th a t  l o u r ’ d upon our house
In th e  deep bosom o f  th e  ocean b u r ie d .
( I . i . 1 - 4 )
He c o n t in u e s  in  t h i s  e x tr a v a g a n t ly  l y r i c a l  form o f  s o l i l o q u y ,  
sp ea k in g  o f  ’’brows bound w ith  v i c t o r i o u s  w r e a t h s ,” ’’d r e a d fu l  
marches to  d e l i g h t f u l  m e a su r e s ,” and ”G rim -visaged War” 
sm oothing ’’h i s  w r in k led  f r o n t . ” Shakespeare was s t i l l  a 
l e a r n e r  and im i t a t o r  when w r i t i n g  Richard I I I . That th e  i n f l u ­
ence o f  Kyd and Marlowe c a r r ie d  o v er  from I I I  Henry VI i n t o  th e
l a t e r  p lay  i s  e v id e n t  from a com parison o f  the two s o l i l o q u i e s .
In t h e  l a t t e r  h a l f  o f  t h i s  opening sp ee ch  R ichard g i v e s  
a d e s c r i p t io n  o f  h i s " p h y s i c a l  d e fo r m ity  s i m i la r  t o  t h a t  in  th e
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e a r l i e r  p la y .  There i s  one im portant d i f f e r e n c e ,  however, in
th e  r e s p e c t i v e  p a s s a g e s .  In Richard I I I  he f r a n k ly  t e l l s  th e
a u d ien ce  t h a t  b eca u se  o f  t h i s  d is f ig u r e m e n t  he i s  "determ ined
t o  prove a v i l l a i n "  ( v . 3 0 ) ,  n o t m erely  t h a t  he d e s i r e s  th e  crown.
Such a d i r e c t  c o n f e s s i o n  i s  an i n d i c a t i o n  th a t  Shakespeare had
n ot y e t  d evelop ed  t h e  s k i l l  o f  s u b t le  c h a r a c t e r i z a t i o n .
R ichard , in  th e  c o n c lu d in g  l i n e s  o f  th e  f i r s t  s o l i l o q u y ,
f u r t h e r  c o n f i d e s  t o  th e  a u d ien ce  h i s  d e s ig n  f o r  th e  d i s p o s a l  o f
King Edward and o f  h is  own brother George, Duke o f Clarence;
P l o t s  have I  l a i d ,  in d u c t io n s  dan gerous,
By drunken p r o p h e c ie s ,  l i b e l s ,  and dreams,
To s e t  my b r o th e r  C laren ce  and th e  King 
In d e a d ly  h a te ,  t h e  one a g a i n s t  t h e  o th er :
( I . i . 32035)
Thus t h e  main a c t i o n  o f  the  e a r l y  p a r t  o f  th e  p la y  i s  p l a i n l y  
r e v e a le d .  Richard p la n s  t o  s e t  t h e  k in g  a g a in s t  G eorge, u s in g  
th e  prophecy " th a t  G /  Of Edward’ s h e i r s  th e  murderer s h a l l  be"
( I . i . 3 9 - 4 0 ) .  With th e  d ea th  o f  h i s  b r o th e r  he w i l l  be one s t e p  
c l o s e r  t o  th e  th r o n e .
The f i r s t  scen e  o f  Richard I I I  c o n t a in s  th r e e  s o l i l o q u i e s ,  
th e  d ia lo g u e  e x c e e d in g  s o l i l o q u y  by o n ly  103 l i n e s .  Most o f  
t h e s e  sp e e c h e s  a re  s e l f - d e s c r i p t i v e ,  a lth o u g h  some p r e p a r a t io n  
i s  made f o r  fu t u r e  a c t i o n  by R ich a rd ’ s avowed h a tred  o f  H a st in g s  
and th e  o u trageou s  p r o p o sa l  o f  m arriage t o  Anne. Both C larence  
and H a st in g s  must d i e ,  but C laren ce  f i r s t .  These o b s t a c l e s  r e ­
moved,
. . . God ta k e  King Edward t o  h i s  mercy,
And le a v e  th e  w orld  f o r  me t o  b u s t l e  in i
For th en  I ’ l l  marry Warwick’ s y o u n gest  dau ghter
What though I k i l l e d  h er  husband and her  fa th e r ?
The r e a d i e s t  way t o  make t h e  wench amends 
I s  t o  become h er  husband and her f a t h e r ,
The w hich w i l l  I ;  not a l l  so  much f o r  lo v e
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As f o r  a n o th er  s e c r e t  c l o s e  in t e n t  
By m arrying h er  which I must reach  u n to .
( I . i . 151-9 )
In th e  t h r e e  rem aining s c e n e s  o f  Act I th e r e  are  two 
s o l i l o q u i e s ,  one in  t h e  seco n d , th e  o th e r  in  th e  t h i r d  s c e n e .
In th e  f i r s t ,  d e l iv e r e d  j u s t  a f t e r  the  fu n e r a l  p r o c e s s io n  o f  
King Henry VI and th e  subsequent wooing o f  Anne, R ichard r e ­
j o i c e s  in  h i s  s u c c e s s ,  em phasiz ing  a g a in  h i s  a b i l i t y  t o  d i s g u i s e  
h i s  e v i l  i n t e n t i o n s :
Was e v e r  woman in  t h i s  humour woo’ d?
Was e v e r  woman in  t h i s  humour won?
I ’ l l  have h er , but I w i l l  not keep her  lo n g .
What I I ,  th a t  k i l l e d  h er  husband and h i s  f a t h e r ,
To ta k e  her  in  h er  h e a r t ’ s extrem ent h a te ,
With c u r s e s  in  h er  mouth, t e a r s  in  h er  e y e s ,
The b le e d in g  w i t n e s s  o f  my h a tred  b3r;
Having God, her c o n s c i e n c e ,  and t h e s e  bars  
a g a in s t  me 
And I  no f r i e n d s  t o  back my s u i t  w i t h a l  
But th e  p la in  d e v i l  and d is se m b lin g  l o o k s ,
And y e t  t o  win h e r ,  a l l  th e  world  t o  n o th in g !
( I . i i . 223-38)
Making h i s  v i l l a i n y  appear even more h e in o u s ,  Richard c o n t in u e s ,
e u l o g i z i n g  Anne’ s  husband, Edward, whom he had murdered:
Hath she fo r g o t  a lre a d y  t h a t  brave p r in c e ,
Edward, h er  Lord, whom I some t h r e e  months s i n c e  
Stab b ’ d in  my angry mood a t  Tweksbury?
A sw e e te r  and a l o v e l i e r  gentlem an ,
Fram’ d in  th e  p r o d i g a l i t y  o f  n a tu r e ,
Young, v a l i a n t ,  w i s e ,  and, no doubt, r ig h t  
r o y a l ,
The s p a c io u s  w orld  cannot a g a in  a f f o r d .  ( I . i i . 2 4 0 - 4 6 ) .
A f t e r  t h i s  t r i b u t e  t o  th e  P r in ce  o f  W ales, R ichard r e v e a ls  
a t  th e  end o f  th e  sp eech  a humorous s id e  o f  h i s  p e r s o n a l i t y .
In th e  open ing  s o l i l o q u y  o f  t h e  p la y  he had d e r id ed  h i s  mal­
formed body:
But I ,  t h a t  am n ot sh a p ’ d f o r  s p o r t iv e  t r i c k s ,
Nor made t o  cou rt an amorous l o o k i n g - g l a s s ;
I ,  t h a t  am r u d e ly  stam p’ d and want l o v e ’ s  
m ajesty
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To s t r u t  b e fo r e  a wanton am bling nymph;
Why, I ,  in  t h i s  weak p ip in g  tim e o f  p e a c e ,
Have no d e l ig h t  t o  p a ss  away th e  t im e ,
U n le ss  t o  se e  my shadow in  th e  sun 
And d e sc a n t  on mine own d e fo r m ity .
( I . i . 1 4 -1 7 ,2 4 -2 7 )
Now, a f t e r  h i s  triumph in  w in n in g  t h e  hand o f  Anne, he
e x c la im s  in  i r o n ic  g l e e :
I ’l l  be a t  ch a r g es  f o r  a l o o k i n g - g l a s s ,
And e n t e r t a i n  a s c o r e  o r  two of t a i l o r s  
To s tu d y  f a s h io n s  t o  adorn my body.
Sh ine o u t ,  f a i r  sun, t i l l  I  have bought a g l a s s ,
That I may see  my shadow a s  I p a s s .
( I . i i . 2 5 6 -5 ^ ,2 6 3 -6 4 )
Richard i s  not d e c e iv in g  h im s e l f  h ere;  he i s  sp eak in g  w ith  
tongue in  c h e ek . Amused a t  Anne’ s g u l l i b i l i t y ,  he i s  "at  
charges"  f o r  t h e  same " lo o k in g -g la s s "  which p r e v io u s ly  he was 
n ot "made t o  c o u r t ."
The l a s t  s o l i l o q u y  o f  Act I  m erely  s t r e s s e s  R ich a rd ’ s 
M a c h ia v e l l ia n  r o l e .  He s e t s  one enemy a g a in s t  a n o th e r ,  t h e r e ­
by removing a l l  g u i l t  from h im s e l f .  H is d is s e m b lin g  n a tu r e ,  
t o  which he has o f t e n  p r e v io u s ly  r e f e r r e d ,  i s  e p ito m iz e d  in  
th e  f i n a l  l i n e s  o f  th e  sp eech :
But th e n  I s i g h ,  and, w i t h  a p ie c e  o f  s c r i p t u r e ,
T e l l  them t h a t  God b id s  u s  do good f o r  e v i l ;
And t h u s  I c lo t h e  my naked v i l l a i n y
W ith odd o ld  ends s t o l ’n f o r t h  o f  h o ly  w r i t ,
And seem a s a i n t  when most I  p la y  t h e  d e v i l .
( I . i i i . 3 3 4 - 3 )
R ichard has no s o l i l o q u i e s  in  t h e  secon d  a c t .  Those he 
u t t e r s  in  A cts  I I I  and IV are  q u i te  s h o r t  and are  im portant  
o n ly  a s  d e v ic e s  t o  make th e  dram atic a c t io n  c l e a r .  He an­
nounces h i s  p r e p a r a t io n s  f o r  the death  o f  C la r e n c e ’ s  two so n s  
( I I I . v . 1 0 6 -9 ) ;  he r e a l i z e s  th e  n e c e s s i t y  o f  marrying h i s  n i e c e
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E l iz a b e t h  t o  secu re  th e  crown he has e v i l l y  won ( I V . i i . 6 l - 6 ) ;
he summarizes th e  d e a th s  he has accom p lish ed  and b e g in s  t o
f e a r  th e  s t r e n g th  o f  Richmond ( I V . i i i . 3 6 - 4 3 ) .
The f i n a l  s o l i l o q u y  o f  the p la y  i s  d e l iv e r e d  j u s t  a f t e r
Richard has been v i s i t e d  on the b a t t l e  f i e l d  by th e  ominous
g h o s t s  o f  t h o s e  whom he has murdered. Awaking in  a f r e n z y ,
he r e v e a l s  a t  once h i s  in n er  u n r e s t :
Give me an o th er  h o rse !  Bind up my wounds!
Have mercy, J e s u ! - S o f t !  I  d id  but dream.
0 coward c o n s c ie n c e ,  how d o s t  th o u  a f f l i c t  me!
The l i g h t s  burn b lu e .  I t  i s  now dead m id n igh t .
Cold f e a r f u l  drops s tan d  on my tre m b lin g  f l e s h .
What! do I  f e a r  m y se lf?  T h ere ’ s none e l s e  b y .
Richard l o v e s  R ichard; th a t  i s ,  I  am I .
I s  th e r e  a murderer here? No. Y es, I am,
( V . i i i . 177-84)
Richard c o n t in u e s  in  t h i s  jer k y  rhythm, t r y in g  in  v a in  t o
so o th e  h i s  c o n sc ie n c e  and deny h i s  v i l l a i n y :
A lack , I lo v e  m y s e l f .  W herefore? For any good  
That I m y se l f  have done unto m y se lf?
0 ,  no! a l a s ,  I r a th e r  h a te  m y se l f  
For h a t e f u l  deeds com m itted by m y se lf!
1 am a v i l l a i n :  y e t  I l i e ,  I  am n o t .
F o o l ,  o f  t h y s e l f  speak w e l l ;  f o o l ,  do not f l a t t e r .
My c o n s c ie n c e  hath  a thousand s e v e r a l  to n g u e s ,
And every  tongue b r in g s  in  a s e v e r a l  t a l e ,
And e v e r y  t a l e  condemns me f o r  a v i l l a i n .
( V . i i i . 187-95)
In  t h e  c o n c lu d in g  l i n e s  o f  t h e  sp ee ch  Richard p i t i f u l l y  recog
n i z e s  th e  l o n e l i n e s s  t o  which e v i l  has su b je c te d  him:
P e r ju r y ,  p e r ju r y ,  in  t h e  h ig h ’ s t  d egree;
Murder, s te r n  murder, in  th e  d i r ’ s t  d egree;
A l l  s e v e r a l  s i n s ,  a l l  u s ’ d in  each  degree  
Throng t o  t h e  b a r ,  c r y in g  a l l ,  G u ilty !  g u i l t y !
I  s h a l l  d e s p a ir .  There i s  no c r e a tu r e  l o v e s  me,
And i f  I  d ie  no so u l  s h a l l  p i t y  me.
Nay, w h erefore  should  t h e y ,  s in c e  t h a t  I m y se l f  
Find in  m y se lf  no p i t y  t o  m y se lf?  ( V . i i i . 196 -203)
T h is  s o l i l o q u y  i s  n o t a r t i f i c i a l  s e l f - d e s c r i p t i o n  or the
mere r e p o r t in g  o f  e v e n t s .  In i t s  broken rhyme, i t s  d i s a s s o -
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c i a t e d  i d e a s ,  i t s  r e p e t i t i o n  o f  p i t i f u l  p l e a s ,  i t  m i r r o r s  
t h e  s o u l  o f  a man c a u g h t  up i n  h i s  own e v i l  d e e d s .  A l l  
R i c h a r d ’ s o t h e r  s o l i l o q u i e s  a r e  e x p l a n a t i o n s  o f f e r e d  t o  t h e  
a u d i e n c e . I n  t h i s  i n s t a n c e ,  how ever ,  S h a k e s p e a r e  h as  s u c ­
c ee d ed  i n  p o r t r a y i n g  an ” in w a rd  d r a m a .” R i c h a r d ,  l i k e  M ar low e’ s 
F a u s t u s ,  i s  u n d e r g o i n g  f o r  t h e  a u d i e n c e  an  im m ed ia te  and v i t a l  
e x p e r i e n c e ,
Iag o
O t h e l l o  ( c a .  1604) was w r i t t e n  a b o u t  tw e lv e  y e a r s  a f t e r  
R ic h a r d  I I I  and  d u r i n g  t h i s  span o f  t im e  S h a k e sp e a re  had a c ­
q u i r e d  a s k i l l  i n  more s u b t l e  c h a r a c t e r i z a t i o n .  I t  I s  t r u e  
t h a t  b o th  I a g o  and R i c h a r d  announce  t h e i r  e v i l  d e s i g n s  i n  s o l i l o ­
quy, b u t  I a g o  i s  more a v i l l i a n  o f  im pu lse  t h a n  o f  p r e - c o n -  
c e i v e d  a c t i o n .  He fo rm s  h i s  p l o t s  a s  t h e  p l a y  p r o g r e s s e s ,  w i t h  
t h e  r e s u l t  t h a t  t h e  a c t i o n  o f  O t h e l l o  i s  much l e s s  c o n t r i v e d  
t h a n  t h a t  o f  R ic h a r d  I I I .
The p l a y  b e g i n s ,  n o t  w i t h  a s o l i l o q u y  f r a n k l y  c o n f e s s i n g  
v i l l a i n y ,  a s  i n  R ic h a r d  I I I , b u t  w i t h  a c o n v e r s a t i o n  between 
I ag o  and  R o d e r ig o ,  t h e  d i s a p p o i n t e d  l o v e r  o f  Desdemona. I ag o  
t e l l s  R o d e r ig o  o f  h i s  j e a l o u s y  o f  C a s s i o ,  who h as  been  a p ­
p o i n t e d  l i e u t e n a n t  by O t h e l l o .  F o r  t h i s  a p p o in tm e n t  he h a t e s  
b o t h  C a s s i o  and  t h e  Moor. As t h e  a c t i o n  p r o g r e s s e s ,  I ag o  s u c ­
c e e d s  i n  p i t t i n g  R o de r ig o  a g a i n s t  O t h e l l o ,  f i l l i n g  h i s  e a r s  
w i t h  f a l s e  hcp.es o f  w in n in g  Desdemona f rom h e r  h u sb a n d .  Fu t  
t h i s  d e s ig n  i s  t o o  rem ote  i n  I a g o ’ s eyes  t o  r e p a y  t h e  s l i g h t
^ See B r a d l e y ,  S h a k e s p e a r e a n  T ragedy .  M e r i d i a n  Books 
( C l e v e l a n d ,  1 9 6 1 ) ,  p .  1 8 1 .
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g iv e n  him by O th e l lo :  he w is h e s  t o  g a in  t h e  l i e u t e n a n c y  or  
n o th in g .
Iago  has no p r e -c o n c e iv e d  p lan  f o r  h i s  reven ge;  h i s
v i l l a i n o u s  schemes s p r in g  from the  s i t u a t i o n  o f  th e  moment.
T h is  h a b it  o f  spontaneous p l o t t i n g  i s  e v id e n t  in  I a g o ’ s f i r s t
s o l i lo q u y :
C a s s i o ’ s a proper man: l e t  me see  now:
To g e t  h i s  p la c e  and t o  plume up my w i l l  
In double  knavery— How, how?— L e t ’ s s e e : - -  
A fte r  some t im e ,  t o  abuse O t h e l l o ’ s ea r  
That he i s  t o o  f a m i l i a r  w i th  h i s  w i f e .
He hath  a person  and a smooth d is p o s e
To be s u s p e c t e d ,  fram ’ d t o  make women f a l s e .
The Moor i s  o f  a f r e e  and open n a tu r e ,
That t h in k s  men h o n est  t h a t  but seem t o  be s o ,
And w i l l  a s  t e n d e r ly  be l e d  by t h ’ nose  
As a s s e s  a r e .
I  h a v e ’t .  I t  i s  engend’ red . H e l l  and n ig h t  
Must b r in g  t h i s  m onstrous b i r t h  t o  th e  w o r ld ’ s  
l i g h t .  ( I . i i i . 398 -410 )
Here i s  v i l l a i n y  not d i r e c t l y  c o n f e s s e d ,  but i n d i r e c t l y  por­
t r a y e d .  Iago i s  unsure o f  h i s  p la n s:  '’How, how?— L e t ’ s s e e . ” 
The r e s u l t  i s  an i n i t i a l  su sp en se  which i s  not p r e se n t  in  
Richard I I I .
The s u c c e s s  o f  I a g o ’ s s t r a t e g y  i s  not m erely  r e p o r te d ;  i t  
i s  en a c ted  in  th e  p r e sen ce  o f t h e  a u d ie n c e .  When C a s s io  shows 
extrem e c o u r te s y  t o  Desdemona, Ia g o , c o n tem p la t in g  th e  p o s s i ­
b i l i t y  o f  tu r n in g  t h i s  show o f  a f f e c t i o n  t o  C a s s i o ’ s d e tr im e n t ,  
s a y s  in  an a s id e :
He t a k e s  h er  by th e  palm; a y ,  w e l l  s a id ,  
w h isp e r .  With a s  l i t t l e  a web a s  t h i s  w i l l  
I ensnare  a s  g r e a t  a f l y  a s  C a s s io .  Ay, sm ile  
upon h e r ,  do; I w i l l  gyve th e e  in  t h in e  own 
c o u r t s h i p .— You say t r u e ;  ’ t i s  s o ,  in d eed .
— I f  such t r i c k s  a s  t h e s e  s t r i p  you out o f  your  
l i e u t e n a n t r y ,  i t  had been b e t t e r  you had not  
k i s s ’ d you r  t h r e e  f i n g e r s  so  o f t ,  w hich now 
a g a in  you a re  most ap t t o  p la y  th e  s i r  i n .
Very good; w e l l  k i s s ’ d! An e x c e l l e n t  c u r ts y !
( I I . i . 168-76)
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Im m ediately  a f t e r  C a s s i o ’ s a f f e c t i o n a t e  embrace o f  Desdemona, 
O t h e l lo  e n t e r s  and k i s s e s  h i s  w i f e .  Again Iago comments in  
an a s id e :
0 ,  you are  w e l l  t u n ’ d nowI
But I ’ l l  s e t  down t h e  pegs t h a t  make t h i s  m u sic ,
As h o n es t  a s  I am. ( I I . i . 20 2 -4 )
Both o f  t h e s e  p a s s a g e s ,  d i r e c t e d  to  the  a u d ien ce  in  th e  d e v ic e  
o f  th e  a s i d e ,  r e v e a l  a mind sp in n in g  i n t r i g u e .  They foreshadow  
fu tu r e  d i a b o l i c a l  a c t i o n ,  c r e a t in g  su sp en se  more e f f e c t i v e l y  
than  th e  a r t i f i c i a l  s e t  sp ee ch .
A l l  o f  I a g o ' s  s o l i l o q u i e s  in  Act I I  r e t a in  t h i s  q u a l i t y  o f  
a c a l c u l a t i n g  mind in  a c t i o n .  In t h e  s o l i l o q u y  a t  the end o f  
th e  f i r s t  scen e  o f  t h i s  a c t  he c o n s id e r s  s e v e r a l  p o s s i b l e  i n ­
t r i g u e s ,  but c o n c lu d e s ,  - ” ’T i s  h e r e ,  but y e t  c o n f u s ’ d; /  
Knavery’ s  p l a i n  f a c e  i s  n ev er  seen t i l l  u s ’ d . ” ( I I . i . 3 2 0 - 1 ) .
In  scen e  t h r e e  Iago  d e c id e s  t o  g e t  C a s s io  drunk and , by c r e a t i n g  
a d is tu r b a n c e ,  t o  make him t h e  o b j e c t  o f  O t h e l l o ’ s a n g e r ,  th e  
Moor having  s t r i c t l y  fo rb id d en  any r e v e lr y  in  Cyprus:
I f  I  can f a s t e n  but one- cup upon him,
With t h a t  which he hath  drunk t o n ig h t  a lr e a d y ,
He’ l l  be a s  f u l l  o f  q u a r r e l  and o f f e n c e  
As my young m i s t r e s s ’ dog.
♦ . . Now, ’ mongst t h i s  f l o c k  o f  drunkards 
Am I t o  put our C a ss io  in  some a c t io n  
That may o f fe n d  t h i s  i s l e .  ( I I . i i i . 5 0 -3 ,  61 -3 )
I a g o ’ s p lan  regard in g  C a s s io  su cc ee d s  and th e  l a t t e r  i s  
s t r ip p e d  o f  t h e  l i e u t e n a n c y .  He n ex t  c o u n s e l s  C a s s io  t o  have 
Desdemona a p p ea l  t o  her  husband f o r  a r e p e a l .  A f t e r  C a s s i o ’ s  
departure  Iago  muses on t h e  p o s s i b l e  r a m i f i c a t io n s  o f  h i s  s t r a t ­
egy:
, . . How am I  th e n  a v i l l a i n
To c o u n s e l  C a ss io  t o  t h i s  p a r a l l e l  c o u r se
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D i r e c t l y  t o  h i s  good? D i v i n i t y  o f  h e l l ;
When d e v i l s  w i l l  th e  b la n k e s t  s i n s  out on ,
They do su g g e s t  a t  f i r s t  w ith  h ea ven ly  shows,
As I do now; f o r  w h i l e s  t h i s  h o n est  f o o l
P l i e s  Desdemona t o  r e p a ir  h i s  fo r tu n e
And she f o r  him p le a d s  s t r o n g ly  t o  th e  Moor,
I ' l l  pour t h i s  p e s t i l e n c e  in t o  h i s  e a r ,
That she r e p e a ls  him f o r  h er  b o d y 's  l u s t ;
And by how much she s t r i v e s  t o  do him good,
She s h a l l  undo h er  c r e d i t  w ith  th e  Moor.
So w i l l  I tu r n  her v i r t u e  i n t o  p i t c h ,
And out o f  h er  own goodn ess  make th e  n e t  
That s h a l l  enmesh them a l l ,  ( I I . i i i . 3 5 4 - 6 8 )
T h is  s o l i l o q u y  i n t e n s i f i e s  I a g o ' s  d i a b o l i c a l  c h a r a c t e r .  
C a s s io  has l o s t  th e  l i e u t e n a n c y  and, t h e r e f o r e ,  Iago  has 
a c h ie v e d  h i s  p u rp ose . But now h i s  v i l l a i n y  e x te n d s  beyond  
C a ss io  t o  Desdemona; she i s  t o  be th e  means o f  I a g o ' s  v en g e ­
ance on O t h e l lo .  How t h i s  i s  to  be a ccom p lish ed  i s  immedi­
a t e l y  r e l a t e d  by Iago in  th e  s o l i l o q u y  which ends th e  scen e:
. . , Two t h i n g s  are  t o  be done:
My w i f e  must move f o r  C a s s io  t o  her  m is t r e s s  
I ' l l  s e t  her  on;
M y se lf  a w h ile  t o  draw th e  Moor a p a r t ,
And b r in g  him jump when he may C a ss io  f in d
S o l i c i t i n g  h i s  w i f e .  Ay, t h a t ' s  th e  way;
D u ll  not d e v ic e  by c o ld n e s s  and d e la y .
( I I . i i i . 3 S 8 - Q 4 )
By th e  end o f  Act ! I  I a g o ' s  p la n s  are  f a i r l y  w e l l  formed: 
C a s s i o ’ s a p p ea l t o  Desdemona i s  t o  appear a s  i l l i c i t  l o v e .
From t h i s  p o in t  on, I a g o ' s  s o l i l o q u i e s  have a d e f i n i t e n e s s  
which i n c r e a s e s  t e n s i o n  and sp eed s  th e  a c t io n  o f  th e  p la y  so  
t h a t  th e  d e v ic e  a s  i t  i s  used in  O t h e l lo  has an e n t i r e l y  
d i f f e r e n t  f u n c t i o n  f r o m  t h a t  o f  t h e  s e t  e x p o s i t o r y  t y p e  i n  
Richard I I I .
The s o l i l o q u i e s  o f  Iago  in  A cts  I I I  and IV prepare f o r  
th e  sudden f r e n z ie d  j e a lo u s y  o f  O t h e l lo .  The Moor demands 
" o c u la r  proof"  o f  Desdemona’ s  u n f a i t h f u l n e s s  and Iago i n -
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g e n io u s ly  s e t s  up th e  h a n d k er ch ie f  p lo t :
I w i l l  in  C a s s io ’ s lo d g in g  l o s e  t h i s  napkin ,
And l e t  him f i n d  i t .  T r i f l e s  l i g h t  a s  a i r  
Are t o  th e  j e a lo u s  c o n f ir m a t io n s  s tr o n g  
As p r o o fs  o f  h o ly  w r i t ;  t h i s  may do som eth ing .
The Moor a lr e a d y  changes w i th  my p o is o n .
(III.iii.321-5)
O th e l lo  s e e s  Desdemona’ s h a n d k er ch ie f  in  C a s s io ’ s p o s s e s s io n  
and f a l l s  i n t o  a t r a n c e ,  d i s t r a u g h t ly  m u tte r in g , " I s ' t  p o s s i ­
b l e ? — C o n fe s s— h a n d k er ch ie f  I —0 d e v i l ’’ ( I V . i . 4 4 ) .  Iago, t r i ­
umphant in  h i s  s u c c e s s ,  lo o k s  down a t  th e  once so  even-tem pered  
Moor and c r i e s :
Work on,
My m ed ic in e ,  work! Thus c r e d u lo u s  f o o l s  are  
c a u g h t ;
And many w orthy and c h a s te  dames even t h u s ,
A l l  g u i l t l e s s ,  meet reproach . . . .  ( I V . i . 4 5 -4 $ )
Now on ly  one s tra ta g em  rem ains in  I a g o ' s  e v er -e x p a n d in g
revenge on O t h e l lo .  The Moor i s  a lm ost c o m p le te ly  en sn a red .
To secu re  h i s  v i c t o r y ,  t o  in c r e a s e  th e  rage  o f  O th e l lo  beyond
a l l  p o s s i b l e  appeasem ent, Ia g o ,  a t  th e  approach o f  C a s s io ,  has
O t h e l lo  h id e  h i m s e l f ,  and announces h i s  p lan:
Now w i l l  I  q u e s t io n  C a s s io  o f  B ian ca ,
A h ou sew ife  t h a t  by s e l l i n g  h er  d e s i r e s  
Buys h e r s e l f  bread and c l o t h e s .  I t  i s  a c r e a tu r e  
That d o t e s  on C a s s io ,  a s  ’ t i s  th e  s tr u m p e t 's  
plagu e
To b e g u i l e  many and be b e g u i l ’ d by one.
He, when he h ears  o f  h er , cannot r e f r a i n  
From t h e  e x c e s s  o f  la u g h t e r .  ( I V , i . 9 4 -1 0 0 )
When C a ss io  e n t e r s ,  Iago  u rg es  him t o  sp eak  o f  th e  s e x u a l  p l e a s ­
u r e s  he has had w i t h  B ia n ca . O t h e l lo ,  t h in k in g  t h a t  C a s s io  i s  
t a l k i n g  about Desdemona, i s  overcome w ith  r a g e .  Thus Iago  has  
a c h ie v e d  h i s  g o a l .  In th e  f i n a l  s c e n e s  o f  the  p l a y  O th e l lo  un­
m e r c i f u l ly  l a s h e s  out a t  Desdemona, r e p e a t in g  th e  words "impu-
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dent strum pet” and T,w h o re .T He f i n a l l y  v e n t s  h i s  anger  by 
s u f f o c a t i n g  Desdemona in  h er  b ed .
S h ak esp ea re’ s developm ent in  th e  use o f  s o l i l o q u y  i s  
e v id e n t  in  th e  c o n t r a s t  betw een Richard I I I  and O t h e l l o .
There i s  a s u b t l e t y  o f  c h a r a c t e r i z a t io n  in  th e  l a t t e r  p la y :  
Iago i s  l e s s  a s e l f - d e s c r i b e d  v i l l a i n  and more o f  a d i a b o l i ­
c a l  fo r c e  r e v e a le d  in  a c t i o n .  His i n s id io u s  p l o t s  are  not  
p r e -fa b r iC a te d  a s  are  t h o s e  o f  Richard I I I ;  he s p in s  them  
a s  th e  p la y  ad va n ces . T h is  e f f e c t  o f  e v i l  in  th e  p r o c e s s
2
o f  form ation  adds a c e r t a i n  " p l a u s i b i l i t y ” t o  t h e  a c t i o n .  
R ich ard ’ s v i c t im s  seem l i k e  mere puppets on a s t r i n g ,  whereas  
we f o l lo w  th e  c a ta s tr o p h e  o f  O th e l lo  w ith  every  new c o n t r i ­
vance o f  Ia g o ,  th e  " s u p e r - v i l l a i n . ”
Edmund
Shakespeare w rote King Lear (1 6 0 5 -6 )  s h o r t ly  a f t e r  
O t h e l l o . That he had Iago in  mind when c r e a t in g  Edmund i s  
e v id e n t  from th e  s i m i l a r i t y  o f  t h e i r  r o l e s .  I a g o ’ s s o l i l o ­
q u i e s ,  how ever, a re  more numerous th an  Edmund’ s because  th e y  
a re  an  im portant f a c t o r  in  u n d erstan d in g  t h e  main a c t io n  o f  
th e  p la y .  Edmund, b e in g  a c h a r a c te r  o f  the  s u b - p lo t ,  has l e s s  
chance f o r  s e l f - d e s c r i p t i o n  and in fo r m a tiv e  comments upon th e  
dram atic a c t i o n ,  a l th o u g h  h is  r o l e  in  t h e  tra g ed y  does g a in  
im portance w ith  th e  f u s io n  o f  the  tw o p l o t s .  T h is  d i f f e r e n c e  
ta k en  in t o  c o n s i d e r a t io n ,  th e  r o l e s  o f  t h e  two v i l l a i n s  a re
2
See E. E. S t o l l ,  O t h e l l o : An H i s t o r i c a l  and Com­
p a r a t iv e  Study (M in n e a p o lis ,  1 9 1 5 ) ,  pp. 5 -6 .
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i d e n t i c a l  and Edmund c o u ld  be c a l l e d  a c o u n te rp a r t  o f  Ia g o .
Edmund in tr o d u c e s  the  s u b - p lo t  ( t h a t  o f  G lo u c e s te r  and 
h i s  two son s)  in  a s o l i l o q u y  a t  th e  b eg in n in g  o f  th e  second  
scen e  o f  Act I .  The f u n c t io n  o f  t h i s  s o l i l o q u y  i s  p u r e ly  
e x p o s i t o r y ,  Edmund f i r s t  d e s p i s i n g  h i s  p o s i t i o n  a s  th e  b a s ta r d  
son:
Thou, N atu re , a r t  my god d ess;  t o  th y  law  
My s e r v i c e s  are  bound. W herefore sh o u ld  I 
Stand in  t h e  p lagu e  o f  custom , and permit  
The c u r i o s i t y  o f  n a t io n s  t o  d e p r iv e  me,
For t h a t  I am some tw e lv e  or  fo u r te e n  moon­
sh in e s
Lag o f  a b ro th er?  Why b asta rd ?  Wherefore  
base?
When my d im en sion s are  a s  w e l l  compact,
My mind a s  g e n e r o u s ,  and my shape a s  tr u e  
As h o n es t  madam’ s i s s u e ?  Why brand th e y  us 
With base? w ith  b u s in e s s ?  b astard y?  base? b ase?
( I . i i . 1 - 1 0 )
Edmund c o n t in u e s ,  announcing th e  l e t t e r  p lo t  a g a i n s t  h i s
b r o th e r  Edgar and th e  rea so n s  f o r  i t :
............................................................  . . W e ll ,  th e n ,
L e g it im a te  Edgar, I  must have your la n d .
Our f a t h e r ’ s lo v e  i s  t o  th e  b a s ta r d  Edmund 
As t o  t h ’ l e g i t i m a t e .  F in e  word, " l e g i t i m a t e ! ”
W e ll ,  my l e g i t i m a t e ,  i f  t h i s  l e t t e r  speed  
And my in v e n t io n  t h r i v e ,  Edmund th e  base  
S h a l l  to p  t h ’ l e g i t i m a t e .  I  grow; I p r o sp e r .
Now, g o d s ,  stand up f o r  b a s t a r d s .  ( I . i i . 1 5 - 2 2 )
Edmund’ s f i r s t  s o l i l o q u y  c l e a r l y  p rep ares  f o r  th e  fu tu r e
secondary a c t i o n  o f  th e  p la y .  S in ce  he i s  a ’’n a t u r a l” son he
has made Nature h i s  g o d d e ss .  J e a lo u s  o f  th e  in h e r i t a n c e  th e
’’l e g i t i m a t e ” Edgar i s  t o  r e c e i v e ,  he has forged  a l e t t e r  which
w i l l  tu rn  G lo u c e s te r  a g a in s t  h i s  f i r s t - b o r n  son . T h is  s o l i l o q u y
p a r a l l e l s  I a g o ’ s denouncement o f  C a s s i o ’ s preferm ent and h i s
r e a so n s  f o r  h a t in g  O t h e l lo .  Here Edmund, l i k e  I a g o ,  im parts
in fo r m a tio n  a b s o l u t e l y  n e c e s s a r y  f o r  an u n d erstan d in g  o f  th e
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dram atic m o t iv a t io n  f o r  h i s  v i l l a i n y .
A f te r  G lo u ce ste r  ' becomes in c e n se d  a g a in s t  h i s  e l d e r  son ,
Edmund s o l i l o q u i z e s  on t h e  s u p e r s t i t i o u s  a s t r o l o g i c a l  r ea so n s
h i s  f a t h e r  has o f f e r e d  f o r  E dgar’ s r e v e r s a l :
T h is  i s  the  e x c e l l e n t  fopp ery  o f  t h e  w o r ld ,  
t h a t ,  when we a re  s i c k  in  f o r t u n e , — o f te n  th e  
s u r f e i t s  o f  our own b e h a v io u r ,—we make g u i l t y  
o f  our d i s a s t e r s  th e  sun , t h e  moon, and s t a r s ,  
a s  i f  we were v i l l a i n s  on n e c e s s i t y ,  f o o l s  by 
h ea v en ly  com pulsion  . . . . ( I .  i i . 123 -32 )
Edmund denounces such s u p e r s t i t i o u s  n o t io n s  w ith  th e  t e r s e
r e b u t t a l :
, . . Fut! I  should  have been t h a t  
I  am, had th e  m a id e n l ie s t  s t a r  in  th e  
firmament tw in k le d  on my b a s t a r d iz in g .
( I . i i . 143 -5 )
T h is  s o l i l o q u y  i s  very  im portant f o r  i t  i s  th e  f i r s t  
in s ta n c e  o f  a th e m a t ic  s ta te m en t  in  th e  s o l i l o q u i e s  o f  
S h a k esp ea re ’ s v i l l a i n s .  The e v i l  w h ich  i s  t o  en su e  in  b o th  
th e  main and th e  s u b - p lo t  i s  caused  by th e  p e r v e r se  n a tu r e s  
o f  G o n e r i l ,  Regan and Edmund; th e  s t a r s  o r  f a t e s  are  not t o  
blam e. Edmund i s  t h e  f i r s t  c h a r a c t e r  in  th e  p la y  t o  r e c o g n iz e  
th e  tr u e  sou rce  o f  e v i l — in  h i s  c a s e ,  h im s e l f .  L a ter  in  th e  
p la y ,  G lo u c e s te r  g i v e s  a f a t a l i s t i c  i n t e r p r e t a t i o n  o f  h i s  m is­
f o r tu n e s :  ”As f l i e s  t o  wanton b o y s ,  are  we t o  t h ’ g o d s ,  /
They k i l l  us f o r  t h e i r  s p o r t ” ( I V . i . 3 3 - 3 9 ) ,  and b e fo r e  h i s  
attem p ted  s u i c i d e ,  he r e i t e r a t e s  h i s  s u p e r s t i t i o u s  n o t io n s  
about t h e  p resen ce  o f  e v i l  in  t h e  world:
0 you m ighty gods!
T h is  w or ld  I  do renounce, ana in  your s i g h t s
Shake p a t i e n t l y  my g r e a t  a f f l i c t i o n  o f f .
I f  I c o u ld  b ear  i t  l o n g e r ,  and not f a l l  
To q u a r r e l  w i t h  your g r e a t  o p p o s e le s s  w i l l s ,
My s n u f f  and lo a th e d  part  o f  n a tu re  should  
Burn i t s e l f  ou t . . . .  ( I V . v i . 34 -4 0 )
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But G lo u c e s te r ,  m y s te r io u s ly  sa v ed , a s  he t h in k s ,  from s u i c i d e ,  
and r e u n ite d  w i t h  Lear, renounces t h i s  f a t a l i s m  w ith  th e  
p h r a s e s ,  "You e v e r - g e n t l e  gods" ( I V .v i .2 2 1 )  and, a few l i n e s  
l a t e r ,  "The bounty and the b e n iso n  o f  Heaven" ( 1 .  2 3 0 ) .  The 
sou rce  o f  e v i l  in  t h e  p la y  i s  t o  be found n ot in  the  firm am ent, 
a s  G lo u c e s te r  i n i t i a l l y  t h i n k s ,  but in  p a r t i c u la r  p e r s o n s .
T h is  f a c t  Edmund s t r e s s e s  in  s o l i l o q u y  a t  th e  o u t s e t  o f  t h e  
tr a g e d y ;  G lo u c e s te r  o n ly  comes t o  r e a l i z e  i t  through th e  prog­
r e s s  o f  h i s  s u f f e r i n g .
Edmund’ s l a s t  s o l i l o q u y  in  t h e  f i r s t  a c t  g i v e s  in form a­
t i o n  n e c e s s a r y  f o r  u n d e r s ta n d in g ' G lo u c e s t e r ’ s  qu ick  d e c i s io n  
a g a in s t  Edgar and Edgar’ s p a s s iv e  a c ce p ta n c e  o f  i t :
A c re d u lo u s  f a t h e r  and a b r o th e r  n o b le ,
Whose n a tu re  i s  so  f a r  from d o in g  harms
That he s u s p e c t s  none; on whose f o o l i s h  h o n esty
My p r a c t i c e s  r id e  e a sy  . . . .  ( I . i i . 195-200)
I a g o ’ s s o l i l o q u y  about O t h e l l o ’ s " fr e e  and open n a tu r e ,  th a t  
th in k s  men h o n es t  t h a t  but seem t o  be so" made t h e  subsequent  
dram atic a c t i o n  o f  O th e l lo  more p l a u s i b l e .  S i m i la r l y ,  Edmund’ s 
comments about h i s  " cred u lou s  fa th e r"  and " b roth er  nob le"  are  
th e  c lu e  t o  th e  s u c c e s s  o f  h i s  v i l l a i n y .
In t h e  secon d  a c t  Edmund has o n ly  one s o l i l o q u y ,  w h ich ,  
l i k e  t h o s e  o f  Ia g o ,  p o r tr a y s  a mind fo r m u la t in g  a p l o t ,  not  
m erely  r e p o r t in g  p r e -c o n c e iv e d  d e s i g n s .  As Edmund c o n t r iv e s  
t o  s e t  th e  Duke o f  Cornwall a g a in s t  Edgar and th u s  s e c u r e  th e  
in h e r i t a n c e ,  th e  movement o f  h i s  d i a b o l i c a l  th o u g h ts  i s  r e ­
f l e c t e d  in  th e  p r o g r e s s io n  from th e  com parative t o  th e  su p er­
l a t i v e  form o f  th e  a d j e c t i v e :
The Duke be here  t o - n ig h t ?  The b e t t e r !  b e s t l  
T h is  w eaves i t s e l f  p e r fo r c e  i n t o  my b u s in e s s .
My f a t h e r  hath  s e t  guard t o  ta k e  my b ro th er ;
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And I have one t h in g ,  o f  a queasy  q u e s t io n ,
Which I must a c t .  B r ie f n e s s  and f o r t u n e ,  work!
( I I . i . 1 6 -2 0 )
The im p r ess io n  o f  spontaneous p l o t t i n g  w h ich  t h i s  s o l i l o q u y  
conveys i s  e s s e n t i a l  t o  th e  c o n v in c in g  p r e s e n t a t io n  o f  
Edmund’ s v i l l a i n y .
There a r e  tw o more s o l i l o q u i e s  in  th e  p la y ;  both  empha­
s i z e  Edmund’ s r o le  a s  t h e  M a c h ia v e l l ia n  v i l l a i n .  G lo u c e s te r  
t e l l s  Edmund t h a t  he has g iv e n  a id  t o  the r a v in g  Lear and 
r e c e iv e d  a l e t t e r  r e g a r d in g  th e  a r r i v a l  o f  C o r d e l ia  and th e  
French army. Edmund, tu r n in g  on h i s  f a t h e r  a s  he had on h i s  
b r o th e r ,  foreshadow s in  s o l i l o q u y  t h e  c r u e l  trea tm en t  
G lo u c e s te r  i s  t o  r e c e iv e  a t  th e  hands o f  Cornwall:
T h is  c o u r te s y ,  fo r b id  t h e e ,  s h a l l  th e  Duke 
I n s t a n t ly  know; and o f  th a t  l e t t e r  t o o .
T h is  seems a f a i r  d e s e r v in g ,  and must draw me 
That which my f a t h e r  l o s e s ;  no l e s s  than  a l l .
The younger r i s e s  when t h e  o ld  d o th  f a l l .
( I I I . i i i . 22 -26 )
Edmund, not s a t i s f i e d  w i t h  th e  dukedom o f  G lo u c e s te r  and
th e  b l i n d in g  o f  h i s  f a t h e r ,  d e c id e s  t o  p la y  G o n er il  a g a in s t
Regan and th e r e b y  win a l l :
To both  t h e s e  s i s t e r s  have I sworn my l o v e .
Each j e a lo u s  o f  th e  o th e r  a s  th e  stung
Are o f  th e  a d d er . Which o f  them s h a l l  I ta k e ?
Both? one? or n e i th e r ?  N e i th e r  can  be e n jo y e d ,
I f  both  remain a l i v e .  To ta k e  th e  widow 
E x a sp e r a te s ,  makes mad h er  s i s t e r  G on eril;
And h a rd ly  s h a l l  I  carry  out my s i d e ,
Her husband b e in g  a l i v e .  Now then w e’ l l  use  
H is  c o u n t e n a n c e  f o r  t h e  b a t t l e ;  w h i c h  b e i n g  d o n e ,
Let her who w ould be r id  o f  him d e v is e  
His sp eedy  t a k in g  o f f  . . . .  ( V . i . 55-65)
In th e  c l o s i n g  l i n e s  o f  t h i s  f i n a l  s o l i lo q u y  Edmund com p letes
h i s  v i l l a i n y  by p la n n in g  to  p rev en t  A lbany’ s d e c i s io n  o f  amnesty
f o r  Lear and C o r d e l ia :
ONNERSITY of WINDSOR LIBRMW
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. . . As fo r  t h e  mercy
Which he e x te n d s  t o  Lear and C o r d e l ia ,
The b a t t l e  done, and t h e y  w i th in  our power,
S h a l l  n ev er  see  h i s  pardon; f o r  my s t a t e  
Stands on me t o  d e fen d , n o t  t o  d e b a te .
( V . i . 65 - 6 9 )
Edmund i s  th u s  th e  c o u n te r p a r t  o f  t h e  v i l l a i n o u s  Ia g o .
Both are  extreme M a c h ia v e l l ia n s :  t h e i r  i n s i d i o u s  d e s ig n s  do
not c ea se  once t h e i r  f i r s t  o b j e c t i v e s  have been a t t a in e d ;  
o b se s se d  w ith  e v i l ,  t h e y  are not s a t i s f i e d  e x c e p t  w ith  a t o t a l  
d e s t r u c t io n  o f  good. Iago  g a in s  th e  l i e u t e n a n c y ,  but r e j o i c e s  
on ly  in  O t h e l l o ’ s murder o f  Desdemona. Edmund a c q u ir e s  th e  
dukedom, but i s  c o n te n t  on ly  w ith  t h e  d e a th s  o f  G o n er il  and 
Regan and th e  hanging o f  C o r d e l ia .
O t h e l lo  and King Lear Shakespeare has p ortrayed  v i l ­
l a in y  in  th e  extrem e and w i t h  g r e a t e r  s k i l l  th an  in  R ichard I I I
where s o l i l o q u y  i s  a m ech a n ica l d e v ic e ,  th e  p r o ta g o n is t  f r a n k ly
d e c la r in g  h i s  w ick ed n ess  in  a r t i f i c i a l  s e t  s p e e c h e s .  Iago  and 
Edmund have no need t o  c o n f e s s  t h e i r  v i l l a i n y ;  each r e v e a ls  
through s o l i l o q u y  h i s  d i a b o l i c a l  n a tu re  and h i s  c a l c u l a t e d  
schem ing. Some t e n  y e a r s  in te r v e n e d  betw een t h e  co m p o s it io n  
o f  Richard I I I  and O th e llo ,  and King L ear . The more s u b t le  
p o r tr a y a l  o f  Iago and Edmund i s  ev id en ce  o f  S h a k esp ea re ’ s  
developm ent in  the  u se  o f  s o l i l o q u y .
66372
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CHAPTER I I I
HEIGHTENED PATHOS
Another f u n c t io n  o f  s o l i l o q u y  in  th e  t r a g e d i e s ,  d i f f e r ­
e n t  from t h a t  o f  s e l f - e x p l a n a t i o n  and e x p o s i t i o n ,  i s  th e  c r e ­
a t i o n  o f  pathos throughout th e  e a r l y  s c e n e s  and th e  i n t e n s i ­
f i c a t i o n  o f  t h a t  p a th os in  t h e  c o n c lu d in g  a c t i o n .  Romeo and 
J u l i e t . R ichard I I  and King Lear f u r n i s h  e x c e l l e n t  exam ples  
o f  t h i s  p a r t i c u l a r  use  o f  th e  d e v i c e .  Romeo and J u l i e t ’ s  
s o l i l o q u i e s  and th e  r e v e r i e s  or  monologues o f  R ichard I I  and 
Lear s t r e s s  t h e  s i g n i f i c a n c e  o f  th e  immediate s i t u a t i o n  and 
have a cu m u la tive  e f f e c t  in  augm enting t h e  t r a g i c  outcome o f  
t h e  denouement.
Romeo and J u l i e t
Romeo and J u l i e t  ( 1 5 9 4 - 9 5 ) ,  a s  th e  P rologue t o  Act I  
s t a t e s ,  i s  th e  s t o r y  o f
A p a ir  o f  s t a r - c r o s s * d  l o v e r s  . . . ;
Whose m isa d v en tu r ’ d p i t e o u s  overthrow s  
Doth w ith  t h e i r  d ea th  bury t h e i r  p a r e n t s ’ 
s t r i f e .  ( v v .6 - 3 )
" S t a r - c r o s s ’ d”— th e  lo v e r s  meet t h e i r  d e a th , not th rou gh  a
" f a t a l  flaw" in  e i t h e r  o f  them, but b ecau se  o f  th e  un lucky
c i r c u m s t a n c e s  c o n n e c t e d  w i t h  t h e i r  l o v e .  They a r e  t h e  h a p l e s s
v ic t im s  o f  a fa m ily  feu d  and u n p r e d ic ta b le  ch ance . For th e s e
r e a so n s  t h e i r  s t o r y  i s  " p it e o u s ,"  and th e  p la y  i s  p a t h e t i c
r a th e r  than t r a g i c  in  t h e  s t r i c t  c l a s s i c a l  s e n s e .
-26
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When Shakespeare w rote  Romeo and J u l i e t  he w as, a c c o r d in g  
t o  G. B. H a rr ison , "more i n t e r e s t e d  in  f i n e  w r i t in g  than  in  
d r a m a . H e n c e ,  combined w i th  th e  p a t h e t i c  e le m en t ,  t h e r e  i s  a 
more l y r i c a l  v i t a l i t y  than  in  th e  mature t r a g e d i e s .  T h is  e x ­
tr a v a g a n t  p o e t i c  q u a l i t y  i s  e s p e c i a l l y  e v id e n t  in  th e  s o l i l o q u i e s  
w h erein  Romeo and J u l i e t  speak about t h e i r  lo v e  f o r  each  o t h e r .  
These p a s sa g e s  c r e a te  an em o tio n a l i n t e n s i t y  s u p e r io r  t o  t h a t  in  
any o f  th e  e a r l i e r  t r a g e d i e s .
The e x q u i s i t e  p o e try  w hich Romeo u t t e r s  a t  t h e  f i r s t  s ig h t  
o f  J u l i e t  has th e  e f f e c t  o f  i s o l a t i n g  him from th e  o th e r  c h a ra c ­
t e r s  on th e  s ta g e  and th u s  s e t s  th e  s c e n e  f o r  t h e i r  f i r s t  m ee t in g .  
The images o f  l i g h t  he u s e s  in  d e s c r ib in g  her are  e x p r e s s iv e  o f
h i s  own joy  a s  w e l l  a s  th e  beauty  o f  Ju liet* .
0 ,  she doth  t e a c h  th e  t o r c h e s  t o  burn b r ig h t !
I t  seems she doth hang upon th e  cheek  o f  n ig h t
As a r ic h  jew e l  in  an E th io p ’ s ear;
Beauty to o  r ic h  f o r  u s e ,  f o r  e a r th  to o  dear!
( I . v . 46 -5 1 )
The words which th e  p a ir  f i r s t  speak t o  one a n o th e r  are
in  the  form o f  a son n et f i l l e d  w ith  r e l i g i o u s  " c o n c e i t s"
( I . v . 9 5 - 1 0 3 ) .  Romeo compares h i s  l i p s  t o  "two b lu s h in g  p i lg r im s"  
come t o  a "holy sh r in e" ;  J u l i e t  g e n t l y  c h id e s  Romeo f o r  h i s  
"mannerly d e v o t io n ,"  t e l l i n g  him t h a t  p i lg r im s  have " l i p s  th a t  
th e y  must use  in  p rayer ."  E la b o r a t in g  the  c o n c e i t  fo r  th e  r e ­
mainder o f  th e  so n n e t ,  th e y  f i n a l l y  k i s s ,  Romeo ta k in g  h i s  
" p r a y e r 's  e f f e c t , "  J u l i e t  commenting t h a t  he k i s s e s  "by th e  book". 
The s t i l t e d  langu age  o f  t h i s  p assage  seem s t o  em phasize  th e
In tr o d u c in g  Shakespeare (Penguin Books, 1 9 5 9 ) ,  p . 121 .
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s u p e r f i c ia l i t y  o f  t h i s  mutual a t t r a c t i o n .  Such d i c t i o n  d i s ­
app ears when t h e i r  lo v e  has matured through t r i a l s  and se p a ­
r a t i o n .
The jo y  o f  t h e i r  m e e t in g ,  however, i s  suddenly  changed
t o  d ism ay . When Romeo f i n d s  out t h a t  J u l i e t  i s  a C a p u le t ,  he
s o r r o w f u l ly  comments, ”I s  she a C apulet?  -  0 dear a c co u n t!
My l i f e  i s  my f o e ’ s d e b t” ( I . v . 1 1 9 - 2 0 ) .  J u l i e t  ech o es  Romeo’ s
woe, u s in g  more f a t a l i s t i c  term s:
My o n ly  lo v e  sprung from my o n ly  h a te !
Too e a r l y  seen  unknown, and known t o o  l a t e !
P r o d ig io u s  b i r t h  o f  lo v e  i t  i s  t o  me
That I must lo v e  a lo a th e d  enemy. ( I . v . 140-43 )
S im i la r  e m o tio n a l  s h i f t s  o ccu r  s e v e r a l  t im e s  throughout th e  p la y ,
each  t im e  th e  l o v e r s  ap p ear in g  t o  be bound more t i g h t l y  by th e
f i c k l e n e s s  o f  f a t e .
The e la b o r a t e  metaphors o f  Romeo’ s s o l i l o q u y  b e fo r e  th e
b a lc o n y  scen e  e x p r e s s  h i s  e l a t i o n  a t  c a tc h in g  a second g lim p se
o f  J u l i e t :
But, s o f t !  What l i g h t  through  yonder window 
breaks?
I t  i s  the  e a s t ,  and J u l i e t  i s  the  sun .
A r i s e ,  f a i r  sun , and k i l l  th e  en v io u s  moon,
Who i s  a lr e a d y  s i c k  and p a le  w ith  g r i e f
That th o u ,  her  maid, a r t  f a r  more f a i r  than  sh e .
( I I . i . 1 -5 )
But im m ed ia te ly  a f t e r  h i s  u t t e r a n c e  o f  j o y ,  J u l i e t  b e g in s  h er  
la m e n t ,
0 Romeo, Romeo! w h e r e f o r e  a r t  t h o u  Romeo?
Deny th y  f a t h e r  and r e f u s e  th y  name;
Or, i f  th o u  w i l t  n o t ,  be but sworn my l o v e ,
And I ’ l l  no lo n g e r  be a C a p u le t .  ( I I . i i . 3 3 -3 6 )
Here, a g a in ,  are  h a p p in ess  and sorrow c o n t r a s t e d  s i d e  by s i d e .
The a u d ien ce  i s  reminded c o n t i n u a l l y  o f  th e  o b s t a c l e s  t o  t h e  
l o v e r ’ s h a p p in ess  owing t o  t h e  h o s t i l i t y  betw een t h e i r  f a m i l i e s .
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J u l i e t ’ s  a n x ie t y  about th e  p la n s  f o r  the  s e c r e t  m arriage  
i s  r e f l e c t e d  in  her  s o l i lo q u y  a s  she  a w a i t s  t h e  ta r d y  N urse.
I t  b e g in s :
The c lo c k  s t r u c k  n in e  when I d id  send t h e  nu rse;
In h a l f  an hour she p ro m is’ d t o  r e tu r n .
Perchance she cannot meet him: t h a t ’ s not so .
0 s h e ’ s lame I ( I I . v . 1 - 4 )
The t e n s e  atm osphere i s  r e la x e d  w ith  the  s u c c e s s  o f  th e  m arriage  
p la n s ,  but th e  contentm ent o f  th e  l o v e r s  i s  s h o r t - l i v e d .  As 
J u l i e t  i s  w a tc h in g  f o r  th e  a r r i v a l  o f  Romeo on t h e i r  wedding  
n i g h t ,  unaware t h a t  he has -been se n te n c ed  t o  ban ishm ent, she  
s o l i l o q u i z e s  in  th e  form o f  an ep ithalam ium , a p re lu d e  t o  th e  
consummation o f  t h e i r  lo v e  ( I I I . i i . 1 - 3 1 ) .  When she i s  t o l d  o f  
Romeo’ s doom, her  p r e v io u s  jo y  i s  r e p la c e d  by a lm ost u t t e r  de­
s p a ir :
"Romeo i s  b a n ish ed ,"  t o  speak t h a t  word,
I s  f a t h e r ,  m other, T y b a lt ,  Romeo, J u l i e t ,
A l l  s l a i n ,  a l l  dead . "Romeo i s  ban ish ed  I"
There i s  no end, no l i m i t ,  m easure, bound,
In t h a t  w ord’ s death; no words can t h a t  woe 
sound, ( I I I . i i . 122-26)
The c o n t r a s t  betw een  J u l i e t ’ s lo v e  p re lu d e  and th e  con seq u en ces  
o f  Romeo’ s revenge  in c r e a s e s  th e  p a th os o f  th e  l o v e r s ’ s i t u a ­
t i o n .
F u rth er  sympathy i s  d i r e c t e d  t o  J u l i e t  in  t h e  p o t io n  sp eech  
w hich d r a m a t ic a l ly  p o r tr a y s  her  f e a r  o f  th e  F r i a r ’ s d e v ic e :
1 have a f a i n t  c o ld  f e a r  t h r i l l s  th rou gh  my v e i n s ,
T h a t  a l m o s t  f r e e z e s  up  t h e  h e a t  o f  l i f e .
• • * • * * * « *  • « • • • » « • • • • •
How i f ,  when I  am l a i d  i n t o  th e  tomb,
I wake b e fo r e  t h e  t im e  t h a t  Romeo
Come t o  redeem me? T h e r e 's  a f e a r f u l  p o in t  I
S h a l l  I  n o t  th e n  be s t i f l e d  in  the v a u l t ,
To whose f o u l  mouth no hea lthsom e a i r  b r e a th e s  i n ,
And th e r e  d i e  s t r a n g le d  e r e  my Romeo comes?
( I V . i i i . 1 5 -1 6 ,3 0 -3 5 )
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C a s t in g  a s id e  a l l  d o u b ts ,  however, J u l i e t  ta k e s  th e  p o t io n :
’’Romeo I come! T h is  do I  drink t o  t h e e ” ( I V , i i i . 5 $ ) .  A ccord­
in g  t o  John Lawlor, t h i s  s o l i l o q u y  i s  ”a t  once t h e  t e s t  and 
v i n d ic a t io n  o f  h er  m a tu r ity .
Romeo’ s s o l i l o q u y  a t  t h e  b eg in n in g  o f  Act V i r o n i c a l l y  
foreshadow s th e  news o f  J u l i e t ’ s  ’’d e a t h .” W alking th e  s t r e e t s  
o f  Mantua, he muses about a r e c e n t  fa v o r a b le  dream:
I f  I may t r u s t  th e  f l a t t e r i n g  t r u t h  o f  s l e e p  
My dreams p resag e  some joyo u s news a t  hand.
My bosom’ s lo r d  s i t s  l i g h t l y  in  h i s  th r o n e ,
And a l l  t h i s  day an unaccustom ’ d s p i r i t  
L i f t s  me above th e  ground w ith  c h e e r fu l
th o u g h ts .  ( V . i . 1 - 5 )
H is jo y  d i s p e l l e d  by B a l t h a s a r ’ s in a c c u r a te  news, Romeo i s  d e­
ter m in e s  t o , j o i n  J u l i e t  in  d e a th ,  ’’W e ll ,  J u l i e t ,  I  w i l l  l i e  
w ith  th e e  t o n i g h t ” ( V . i . 3 4 ) .  H is d e c i s io n  c r e a t e s  a dram atic  
t e n s i o n  w hich i s  r e s o lv e d  o n ly  by t h e  c a ta s tr o p h e .
In Act V occu r  t h e  death  sp ee ch es  o f  Romeo and J u l i e t .
The p a th os o f  Romeo’ s s o l i l o q u y  i s  ex trem e . Upon e n t e r in g  th e  
tomb t o  d r in k  th e  p o is o n ,  he lo o k s  fo r  th e  l a s t  t im e  on th e  ’’dead” 
J u l i e t :
0 my lo v e !  my w i f e !
D eath , t h a t  hath  su c k ’ d th e  honey o f  thy  b rea th  
Hath had no power y e t  upon th y  b ea u ty .
Thou a r t  not con q u er’ d; b e a u ty ’ s e n s ig n  y e t  
I s  crim son in  th y  l i p s  and in  th y  c h e e k s ,
And d e a th ’ s p a le  f l a g  i s  not advanced t h e r e .
( V . i i i . 91 -9 6 )
J u l i e t ’ s s o l i l o q u y  i s  a  m o u r n f u l  w i s h  t o  s h a r e  h e r  l o v e r ’ s  m eans  
o f  death:
2 ’’Romeo and J u l i e t i n E a r ly  Shakespeare ( S t r a t f o r d -  
upon-Avon Stud'ies 37T e3TT John R u sse l  Brown and Bernard H a rr is  
(London, 1 9 6 1 ) ,  p . 1 3 4 .
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What’ s here? A cup, c l o s ’ d in  my tr u e  l o v e ’ s hand?
P o iso n ,  I s e e ,  hath  been h i s  t i m e l e s s  end.
0 c h u r l !  drunk a l l  and l e f t  no f r i e n d l y  drop
To h e lp  me a f t e r ?  I w i l l  k i s s  th y  l i p s ;
Haply some p o iso n  y e t  doth  hang on them,
To make me d ie  w ith  a r e s t o r a t i v e .  ( V . i i i . 160 -66 )
In d e s p e r a t io n  she  t a k e s  Romeo’ s dagger and s t a b s  h e r s e l f :  ”0 
happy dagger! /  T h is  i s  th y  sh ea th ;  th e r e  r u s t  and l e t  me d ie"
( V . i i i . 1 6 9 -7 0 ) .
The p a th os o f  the abrupt c o n c lu s io n  i s  perhaps Shakes­
p e a r e ’ s g r e a t e s t  ach ievem ent in  th e  p la y .  W ithin f i v e  days  
Romeo and J u l i e t  have m et, f a l l e n  in  l o v e ,  and committed s u i c i d e .  
Because o f  a fa m i ly  feu d  and chance c ir c u m sta n c e s  th e y  were p r e ­
v e n ted  from c o m p le te ly  f u l f i l l i n g  t h e i r  l o v e .  The s o l i l o q u i e s ,  
in  augm enting th e  i n t e n s i t y  o f  t h e i r  s h o r t - l i v e d  lo v e  and in  
s t r e s s i n g  th e  h o p e le s s n e s s  o f  t h e i r  s i t u a t i o n ,  cum ulate t o  
h e ig h te n  th e  p a th o s  o f  th e  s w i f t  t e r m in a t io n  o f  t h e i r  lo v e  in  
d e a th .
R ichard I I
Richard I I  (1595) d e p i c t s  the f a l l  o f  a k in g ,  a f a l l  due 
more t o  R ich a rd ’ s own c h a r a c t e r  than t o  th e  power o f  t h e  u su rp in g  
B o lin g b r o k e . Richard p o s s e s s e s  an ex trem ely  r e f l e c t i v e  and 
p o e t i c  n a tu re :  he i s  more concerned  w ith  s e l f - a n a l y s i s  and th e
power o f  words than  w ith  t h e  w e l fa r e  o f  England. When he i s  
w e a r i n g  t h e  c r o w n ,  he g l o r i e s  i n  h i s  o p p o r t u n i t y  t o  p l a y  a  p a r t ;  
when he i s  a f r a i d  o f  l o s i n g  t h e  crown, he in d u lg e s  in  s e l f - p i t y  
and embraces d e s p a ir .  A l l  o f  R ich ard ’ s sp e e c h e s  o f  s e l f - a n a l y s i s ,  
though a l l  b u t  one a re  u t t e r e d  in  th e  p resen ce  o f  o th e r  c h a r a c te r s ,  
have a d e ta ch ed  q u a l i t y  s i m i l a r  t o  th e  s o l i l o q u y .  These ”mono­
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l o g u e s ” e f f e c t i v e l y  c h a r a c t e r iz e  Richard b e fo r e  h i s  d e p o s i t io n  
and g a in  f o r  him th e  sympathy o f  the au d ien ce  in  h i s  r u in .
R ich ard ’ s d e l i g h t  in  the r i t u a l  o f  power i s  e v id e n t  in  
h i s  h a n d lin g  o f  th e  p o l i t i c a l  h o s t i l i t y  between E olin gbroke  
and Mowbray. When n e i t h e r  o f  th e  dukes can be ap p eased ,
3
R ich ard , ’’e q u a t in g  t h e  word o f  a u t h o r i t y  w ith  a u t h o r i t y  i t s e l f , ”
th u s  a d d r e s s e s  them:
We were not born t o  su e ,  but t o  command;
Which s in c e  we cannot do t o  make you f r i e n d s ,
Be read y , a s  your l i v e s  s h a l l  answer i t ,
At C oventry , upon S t .  Lambert’ s day.
There s h a l l  your swords and la n c e s  a r b i t r a t e  
The s w e l l in g  d i f f e r e n c e  o f  your s e t t l e d  h a t e .
( I . i . 196-201)
During the  l i s t s  a t  C oventry , R ich ard ’ s ten d en cy  t o  r e v e l  
in  th e  power o f  words i s  e v id e n t  in  h i s  announcement t o  B o l in g -  
broke and Mowbray:
Draw near
And l i s t  w i th  what our c o u n c i l  we have done.
For t h a t  our kingdom’ s e a r th  shou ld  not be 
s o i l ’ d
'With t h a t  dear b lood  which i t  hath  f o s t e r e d ;
And f o r  our e y e s  do ha te  th e  d ir e  a sp e c t  
Of c i v i l  wounds p lo u g h ’ d up w ith  n e ig h b o r s ’ 
sword;
T h ere fo re  we b a n ish  you our t e r r i t o r i e s .
( I . i i i . 1 2 3 -2 3 .1 4 3 )
I t  i s  im portant t o  n o te  th a t  se v e n te e n  l i n e s  in te r v e n e  betw een
th e  b e g in n in g  o f  R ich a rd ’ s sp eech  and i t s  im port. Here i s  an
example o f  p o e t i c  v e r b ia g e  r i v a l l i n g  even t h a t  o f  R ichard I I I .
The p a ssag e  which R ichard speaks when la n d in g  in  England
r e f l e c t s  h i s  p r o p e n s i ty  t o  la n g u is h  in  sorrow:
3
R. F. H i l l ,  ’’Dramatic Techniques and I n t e r p r e t a t io n  in  
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I weep f o r  joy'
To stan d  upon my kingdom once a g a in .
Dear e a r t h ,  I  do s a l u t e  th e e  w ith  my hand,
Though r e b e l s  wound th e e  w ith  t h e i r  h o r s e s ’ 
h o o fs .
As a lo n g -p a r te d  mother w ith  her c h i ld
P la y s  fo n d ly  w ith  her t e a r s  and s m ile s  in  m e e t in g ,
So, w eep in g , s m i l in g ,  g r e e t  I  t h e e ,  my e a r t h ,
And do t h e s e  fa v o u r s  w ith  my r o y a l  hands.
( I I I . i i . 4 -1 1 )
Richard c o n t in u e s  in  t h i s  h y p e r b o l ic  p o e t ic  v e i n ,  denouncing
B olin gbroke  and h i s  a l l i e s :
Feed not th y  s o v e r e ig n ’ s f o e ,  my g e n t l e  e a r th ,
Nor w ith  th y  sw ee ts  com fort h i s  revenous s e n s e s ;
But l e t  th y  s p id e r s ,  t h a t  su ck  up thy  venom 
And h e a v y -g a i t e d  to a d s  l i e  in  t h e i r  way,
Doing annoyance t o  t h e i r  tr e a c h e r o u s  f e e t  
Which w i t h  u su rp in g  s t e p s  do tram ple  t h e e .
( I I I . i i . 12 -17)
F ear in g  B o l in g b r o k e ’ s u su r p a t io n  o f  the  th r o n e ,  R ichard
s t r e s s e s  (more f o r  h i s  own com fort than  t o  hold  a l l e g i a n c e  o f
h i s  few rem ain ing  f r i e n d s )  h i s  d iv in e  r ig h t  t o  t h e  crown. The
f o l lo w in g  l i n e s  o f  t h i s  monologue seem aimed a t  w in n in g  th e
sympathy o f  th e  E l iz a b e th a n  a u d ie n c e ,  s c h o o le d  a s  th e y  were in
th e  th e o ry  o f  th e  d iv in e  r ig h t  o f  k in g sh ip :
Not a l l  t h e  w a ter  in  th e  rough rude sea  
Gan wash th e  balm o f f  from an a n o in ted  k in g;
The b r e a t h  o f  w o r l d l y  men c a n n o t  d e p o s e
The deputy e l e c t e d  by th e  Lord. ( I I I . i i . 54-57)
But such c o n s id e r a t io n s  f a i l  t o  b r in g  R ichard any com fort
and he soon l a p s e s  in t o  d e sp a ir :
L e t ’ s t a l k  o f  g r a v e s ,  o f  worms, and e p ita p h s ;
Make d u s t  o u r  p a p e r  an d  w i t h  r a i n y  e y e s  
W r i t e  s o r r o w  on t h e  bosom  o f  t h e  e a r t h .
Our la n d s ,  our l i v e s ,  and a l l  are  B o l in g b r o k e ’ s 
And n o th in g  can we c a l l  our own but d ea th ,
And t h a t  sm a ll  model o f  the  barren e a r th  
Which s e r v e s  a s  p a s te  and c o v er  t o  bur b o n es .
( I I I . i i . 1 4 5 -4 7 11 51-54 )
A p a ssa g e  f u r t h e r  on in  th e  same s c e n e  g a in s  a g r e a t e r  degree
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o f  sympathy f o r  R ichard , f o r  he r e a l i z e s  t h a t ,  though he i s  a 
k in g ,  he i s  n e v e r t h e l e s s  e s s e n t i a l l y  l i k e  o th e r  men:
Cover your heads , and mock not f l e s h  and b lood  
With solemn r e v e r e n c e .  Throw away r e s p e c t ,
T r a d i t io n ,  form, and cerem onious duty;
For you have but m istoo k  me a l l  t h i s  w h i l e .
I l i v e  w i t h  bread l i k e  you , f e e l  w ant,
T a ste  g r i e f ,  need f r i e n d s :  s u b je c te d  t h u s ,
Kow can you say  t o  me t h a t  I am a king?
( I I I . i i . 171 -77)
R ich a rd ’ s lo n g  monologue o f  humble su b m iss ion  t o  B o l in g ­
broke i n t e n s i f i e s  th e  p a t h e t i c  s i t u a t i o n  t o  w h ich  he i s  b e in g  
reduced:
What must t h e  King do now? Must he submit?
The k in g  s h a l l  do i t .  Must he be d e p o s ’ d?
The k in g  s h a l l  be c o n te n t e d .  Must he l o s e  
The name o f  king? 0 ’ God’ s name, l e t  i t  go .
( I I I . i i i . 143 -46 )
R ichard g o e s  on t o  l i s t  th e  exch an ges  he w i l l  make f o r  h i s  r o y a l
b e lo n g in g s :
I ’ l l  g iv e  my j e w e l s  f o r  a s e t  o f  b e a d s ,
My gorgeou s p a la c e  f o r  a h erm ita g e ,
My gay a p p a re l  f o r  an almsman’ s gown,
My la r g e  kingdom f o r  a l i t t l e  g r a v e ,
A l i t t l e  g r a v e ,  an obscure  grav e;
Or I ’ l l  be b u r ie d  in  th e  K ing’ s highway,
Some way o f  common t r a d e ,  where s u b j e c t ’ s 
f e e t
May h ou rly  tram ple on t h e i r  s o v e r e ig n ’ s head;
For on my h ea r t  th e y  t r e a d  now w h i l s t  I  l i v e ,
And b u r ie d  o n c e ,  why not upon my head?
( I I I . i i i . 1 4 7 -4 9 ,1 5 4 -6 0 )
The p o v er ty  and t h e  i n s i g n i f i c a n t  b u r ia l  upon w hich he here  
m u se s  i r o n i c a l l y  f o r e s h a d o w  h i s  i m p r i s o n m e n t  a n d  c r u e l  m u r d e r  i n  
th e  Tower o f  Pom fret C a s t l e .
The l e n g t h y ,  d e tach ed  sp ee ch es  o f  R ichard during  t h e  dep­
o s i t i o n  sc en e  r e f l e c t  h i s  extrem e sorrow and d e s p a ir .  In  an g u ish  
he compares h im s e l f  t o  th e  b e tr a y e d  C h r is t :
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Give sorrow le a v e  a w h i le  t o  t u t o r  me 
To t h i s  su b m iss io n . Yet I w e l l  remember 
The fa v o u r s  o f  t h e s e  men. Were th e y  not mine?
Did th e y  n o t  sometime c r y ,  "A ll h a i l ! 11 t o  me?
So Judas d id  t o  C h r is t ;  but He in  t w e lv e ,
Found t r u t h  in  a l l  but one; I ,  in  tw e lv e  
th ou sa n d , none. ( I V . i . 166-71)
In  a h ig h ly  em o tio n a l  manner and in  words charged  w ith  g r i e f
he f i n a l l y  f o r f e i t s  th e  crown*.
Now mark me, how I w i l l  undo m y s e lf .
I  g iv e  t h i s  heavy w e ig h t  from o f f  my head 
And t h i s  un w ield y  s c e p tr e  from my hand,
The p r id e  o f  k in g ly  sway from out my h e a r t .
With mine own t e a r s  I wash away my balm,
With mine own hands I g iv e  away my crown,
With mine own tongue deny my sa cred  s t a t e ,
W ith mine own b reath  r e l e a s e  my d u teou s o a th s .
( I V . i . 203 -1 0 )
Once Richard has been deposed he l o s e s  a l l  c o n t r o l  o f
h i s  em otion s and g i v e s  way t o  s e l f - p i t y  and d e s p a ir .  C a l l in g
f o r  a m irro r , he comments upon h i s  r e f l e c t i o n  in  th e  g l a s s :
No d eep er  w r in k le s  y e t?  Hath sorrow stru ck  
So many blow s upon t h i s  fa c e  o f  mine,
And made no d eep er  wounds? 0 f l a t t ’ r in g  g l a s s ,
Like t o  my f o l lo w e r s  in  p r o s p e r i t y ,
Thou d o s t  b e g u i le  me! Was t h i s  fa c e  th e  f a c e  
That every  day under h i s  hou seho ld  ro o f  
Did keep te n  thousand men? Was t h i s  th e  fa c e  
T hat, l i k e  t h e  sun, d id  make b e h o ld er s  wink?
I s  t h i s  th e  f a c e  which f a c ’ d so  many f o l l i e s ,  .
That was a t  l a s t  o u t - f a c ’ d by B olingbroke?
( I V . i . 277-66)
When Richard i s  a t  l a s t  conducted t o . t h e  p r iso n  in  Pomfret  
C a s t l e ,  t h e  Abbot c o n c lu d e s  th e  d e p o s i t io n  scen e  w ith  th e  
t e r s e  but com prehensive comment, "A w o e fu l  pageant have we here  
beheld"  ( I V . i . 3 2 1 ) .
A f t e r  th e  d ep artu re  o f  th e  Queen f o r  France, R ichard i s  
i s o l a t e d  in  t h e  Tower and , a s  a r e s u l t  o f  th e  in n e r  p r e ssu r e  
o f  h i s  g r i e f ,  b e g in s  t o  s o l i l o q u i z e  about h i s  p r iso n  c e l l .  For
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t h i r t y  l i n e s  he "hammers out" a com parison o f  th e  p r iso n  t o
th e  w orld  and co n c lu d e s  th a t  he has become "nothing":
Thus p la y  I  in  one person  many p e o p le ,
And none c o n te n te d .  Sometimes am I k ing;
.The t r e a s o n s  make me w ith  m y se l f  a beggar;
And so I am. Then c r u sh in g  penury  
P ersuades me I was b e t t e r  when a k ing;
Then am I k in g ’ d ag a in :  and by and by 
Think th a t  I am u n k in g ’ d by B o lin g b ro k e ,
And s t r a i g h t  am n o th in g .  ( V .v .31 -3 8 )
E la b o r a t e ly  comparing h im s e l f  t o  a c lo c k ,  h i s  t im e  "running on 
in  B o l in g b r o k e ’ s j o y , ” R ichard ends th e  s o l i l o q u y  w ith  th e  
p a t h e t i c ,  s e l f - p i t y i n g  comment, ". . . and lo v e  t o  Richard /
I s  a s tr a n g e  brooch in  t h i s  a l l - h a t i n g  world" ( V . v . 65 - 6 6 ) .
J u s t  b e fo r e  he i s  murdered, Richard l e a r n s  t h a t  B o l in g ­
broke has r id d en  h i s  f a v o r i t e  h o r s e .  I t  i s  a sm a ll  m a t te r ,  but  
t o  R ichard , who has been s tr ip p e d  o f  h i s  crown and r o y a l  d i g n i t y ,
i t  i s  th e  f i n a l  phase o f  h i s  d o w n fa l l .  The s im ple  language and
th e  a lm ost c h i l d l i k e  concern  f o r  a once p r iz e d  p o s s e s s io n  make 
h i s  monologue a s t r i k i n g  c o n tr a s t  t o  th e  la c k  o f  r e s t r a i n t  in  
h i s  p r e v io u s  p a s sa g e s  o f  l y r i c  s e l f - e x p r e s s i o n :
So proud t h a t  B olin gbroke  was on h i s  backI 
That jade hath  e a t  bread from my r o y a l  hand;
T h is  hand t h a t  made him proud w ith  c la p p in g  him.
Would he n o t  stum ble? Would he not f a l l  down,
S in ce  p r id e  must have a f a l l ,  and break  th e  neck  
Of t h a t  proud man t h a t  d id  usurp h i s  back?
F o r g iv e n e s s ,  h orse  I Why do I r a i l  on t h e e ,
S in ce  th o u , c r e a te d  t o  be aw’ d by man,
Wast born t o  bear? I was not made a h orse ;
And y e t  I b ea r  a burden l i k e  an a s s ,
Spurr’d, g a l l ’ d, and t i r ’ d by jau n cin g  
B o lin g b r o k e . ( V . v .£4 -9 4 )
Nowhere in  t h e  p la y  does Shakespeare d i s g u i s e  R ich a rd ’ s
w eakness o f  c h a r a c te r .  H is pompous show o f  a u th o r i ty  and h i s
m isr u le  are  r e v e a le d  in  th e  e a r ly  s c e n e s ;  h i s  s e l f - i n d u l g e n c e
in  p i t y  and d e s p a ir  become e v id e n t  in  th e  scen e  o f  h i s  depo-
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s i t i o n .  These w e a k n esse s ,  how ever, are  not so em phasized a s  t o  
deny him sympathy or  t o  obscu re  h i s  t r a g e d y .  H is i n i t i a l  e x ­
tra v a g a n t  s e l f - a n a l y s e s  may h in d er  th e  empathy n e c e s s a r y  f o r  a
4tr u e  t r a g i c  e x p e r ie n c e .  But the g r i e f  e x p r e sse d  in  the  sp ee ch es  
a f t e r  the  d e p o s i t i o n  and during  th e  p r iso n  scen e  o v e r r id e s  t h i s  
gap , a s  i t  w e r e ,  and h e ig h te n s  th e  p ath os o f  R ich ard ’ s f a l l .
Lear
King L ear’ s sp e e c h e s  during the  storm sc e n e s  have a d e -  
5
ta ch ed  q u a l i t y  s im i la r  t o  Richard I I ’ s s e l f - d e s c r i p t i v e  r e v e r i e s .
Having been tu rn ed  out o f  doors by G o n er il  and Regan, Lear i s
fo r c e d  t o  wander th rou gh  th e  c o u n tr y s id e  and t o  se ek  s h e l t e r  in
a m ise r a b le  h u t .  E m o tio n a lly  overburdened w i t h  th e  th ou gh t o f
h i s  d a u g h ter ’ s  i n g r a t i t u d e ,  h is. ”w i t s  b e g in  t o  t u r n ” and h i s
d i s t r a c t e d  lam en ts i n t e n s i f y  th e  p a t h e t i c  c o n d i t io n  t o  w hich he
has been s u b j e c t e d .
L ea r ’ s f i r s t  monologue e f f e c t i v e l y  c r e a t e s  th e  stormy
atm osphere o f  th e  b arren  heath:
Blow, w in d s ,  and c r a c k  your cheek s I Rage I 
Blow!
You c a t a r a c t s  and h u r r ic a n e s ,  spout  
T i l l  you have drench 'd  our s t e e p l e s ,  drown’ d th e  
cook s!
You s u lp h ’rous and t h o u g h t -e x e c u t in g  f i r e s ,
V a u n t-c o u r ie r s  o f  o a k -c le a v in g  th u n d e r b o ls ,
S in ce  my w h ite  head! ( I I I . i i . l - o )
C o n t i n u i n g  i n  t h e  same d i s t r a u g h t  m a n n e r ,  he  p a r a l l e l s  t h e
 ^ See H i l l ,  "Dramatic T echniques and I n t e r p r e t a t io n  in  
Richard I I , ” pp. 1 1 6 -1 7 .
 ^ See M. C. Bradbrook, Themes and C on ven tion s o f  E l i z ­
abethan Tragedy (Cambridge, 1 6 6 0 ) ,  p . T3TI
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c r u e l t y  o f  the  storm  t o  th a t  o f  h i s  daughters:
Rumble th y  b e l l y f u l !  S p i t , . f i r e !  Snout r a in !
Nor r a in ,  w ind , th u n d er , f i r e  are  my d a u g h te r s ,  
I  ta x  you n o t ,  you e le m e n ts ,  w i t h  unkindness;
I n ever  gave you kingdom, c a l l ' d  you c h i ld r e n .
But y e t  I  c a l l  you s e r v i l e  m i n i s t e r s ,
That w i l l  w i th  two p e r n ic io u s  d au ghters j o in  
Your h ig h -e n g e n d e r 'd  b a t t l e s  ' g a in s t  a head 
So o ld .a n d  w h i le  a s  t h i s .  Oh! Oh! ' t i s  f o u l !
( I I I . i i . 1 4 -1 7 ,2 1 -2 4 )
And a f t e r  c a l l i n g  upon t h e  tem p est  to  punish  p e r v er se  human
n atu re  ( I I I . i i . 4 9 - 5 3 ) ,  Lear c o n c lu d e s  t h i s  f i r s t  s e t  o f  lam en ts
w ith  a t e r s e  comment about h i s  own undeserved m ise ry ,  "I am a
man /  More s in n 'd  a g a in s t  th an  s in n in g "  ( I l l . i i . 5 3 -5 9 ) .
Unable t o  r e g a in  h i s  e m o tio n a l  b a la n c e ,  Lear f r a n t i c a l l y
t e a r s  o f f  h i s  c l o t h e s  and d r e s s e s  h im s e l f  in  w i ld  f l o w e r s .  At
t h i s  p o in t  in  th e  tr a g e d y  ( I V . v i . )  h i s  m onologues, d is c o n n e c te d
p rose  r a th e r  th an  h i s  custom ary l y r i c  e x p r e s s io n ,  em phasize h i s
a b j e c t  m ental c o n d it io n :
That f e l l o w  h an d les  h i s  bow l i k e  a crow -keeper;  
draw me a c l o t h i e r ' s  y a rd . Look, lo o k ,  a 
mouse! P ea c e ,  p eace! T h is  p ie c e  o f  t o a s t e d  
c h e ese  w i l l  d o ' t .  T h ere’ s my g a u n t le t ;  I ' l l  
prove i t  on a g i a n t .  B ring up th e  brown b i l l s .
0 ,  w e l l  f lo w n ,  b ir d !  I ' t h e  c lo u t !  Hewgh!
Give th e  word. ( I V . v i .3 7 -9 3 )
L e a r 's  f i n a l  r a v in g s  are  a f r e n z i e d  comment on th e  k in g ly
a u t h o r i t y  he once p o s s e s s e d .  C laim ing t h a t  he i s  s t i l l  "every
in ch  a k in g ,"  he muses upon th e  p r e v io u s  pardons t h a t  he has
g r a n t e d .  B u t  now he h i m s e l f  i s  w i t h o u t  s u c c o u r  a n d  h i s  o n c e
o b e d ie n t  s u b j e c t s  no lo n g e r  "quake" when he "does s t a r e ."
R ath er , he i s  made t o  "quake" b ecau se  o f  th e  " f i l i a l  in g r a t i tu d e "
o f  h i s  "monstrous d a u g h te rs ."  Lear c o n c lu d e s  h i s  r a v in g s  on th e
h eath  by p i t i f u l l y  c o n t r a s t in g  h i s  la c k  o f  a u t h o r i t y  t o  t h e  bark
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o f  a dog:
Thou h a s t  seen  a farm er’ s dog bark a t  a 
beggar? And the c r e a tu r e  run from th e  cur?
There th o u  m ig h tst  b eh o ld  th e  g r e a t  image o f  
a u t h o r i t y :  a d o g ’ s o b ey ’ d in  o f f i c e .
( I V . v i . 159-62)
The most h e a r t -r e n d in g  o f  L ea r ’ s monologues occu r  in  th e  
l a s t  scen e  o f  th e  p la y .  H olding t h e  body o f  C o r d e l ia  in  h i s  
arms, he c r i e s  in  a n gu ish :
S h e’ s gone f o r  ever !
I know when one i s  dead , and when one l i v e s ;
Sh e’ s dead a s  e a r t h .  ( V . i i i . 259 -61)
In d e s p e r a t io n ,  he lo o k s  t w ic e  f o r  a s ig n  o f  l i f e  in  her:
Lend me a l o o k i n g - g l a s s ;
I f  th a t  her  b rea th  w i l l  m is t  or  s t a i n  the  s to n e .
Why, th e n  she l i v e s .  ( V . i i i . 261-63)
T h is  f e a t h e r  s t i r s ;  she l i v e s !  I f  i t  be so  
I t  i s  a chance which does redeem a l l  sorrow s,
That e v e r  I have f e l t .  ( V . i i i . 265 -67)
He t h in k s  he h ears  h er  sp ea k , and e x c la im s :  ’’C o r d e l ia ,  Cor­
d e l i a !  s ta y  a l i t t l e .  Ha! /W h a t  i s ’ t  thou  s a y 's t ? "  ( V . i i i . 271 -  
2 7 2 ) .  Then he c o n s o le s  h im s e l f  w i th  t h e  t e n d e r  comment, ’’Her 
v o ic e  was e v e r  s o f t ,  /  G e n t le ,  and low: an e x c e l l e n t  t h in g  in  
woman" ( V . i i i . 2 7 2 - 7 3 ) .
J u s t  b e fo r e  h i s  d ea th  Lear co m p le te s  th e  lament o ver  Cor­
d e l i a ’ s body, h i s  torm ent b e in g  e v id e n t  in  th e  r e p e t i t i o n  o f  
h i s  w o e fu l  words:
And my poor f o o l^  i s  hanged! No, no , no l i f e !
Why s h o u l d  a d o g ,  a  h o r s e ,  a  r a t ,  h a v e  l i f e ,
And th ou  no b rea th  a t  a l l ?  Thou’ I t  come no more,
N ever, n e v e r ,  n e v e r ,  n e v e r ,  n ever!  ( V . i i i . 305 -6 )
In t h i s  in s t a n c e ,  " f o o l ” i s  g e n e r a l ly  c o n s id e r e d  t o  
r e f e r  t o  C o r d e l ia .
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He d i e s  w ith  th e  body o f  C o r d e lia  in  h i s  arms, s t i l l  hoping in  
v a in  th a t  she i s  a l i v e :  "Do you se e  t h i s ?  Look on h e r ,  lo o k ,  
her l i p s ,  /  Look t h e r e ,  lo o k  th ere"  ( V . i i i . 3 1 0 -1 1 ) .
A lthough th e r e  i s  p a th os  in  Romeo and J u l i e t . Richard I I  
and King L e a r , t h e r e  i s  a d i f f e r e n c e  in  d e g r ee .  Because o f  th e  
r h e t o r i c a l  q u a l i t y  o f  some o f  R ich a rd ’ s sp e e c h e s ,  th e  s p e c t a t o r s  
remain somewhat detach ed  from him and are not a b le  t o  e x p e r i ­
ence f u l l y  h i s  c a t a s t r o p h e .  T h is  la c k  o f  i d e n t i f i c a t i o n  between  
a u d ien ce  and c h a r a c t e r s  i s  l e s s  e v id e n t  in  Romeo and J u l i e t . 
owing t o  th e  em otio n a l fo r c e  o f  t h e i r  l y r i c a l  e x p r e s s io n s  o f  l o v e .  
L ea r’ s  c a la m ity ,  however, becomes most immediate b eca u se  h i s  
monologues g r a p h i c a l l y  p o r tra y  h i s  in t e n s e  g r i e f  and a lm ost  u t t e r  
d e s p a ir .
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CHAPTER IV
CONFLICTS OF MIND
We have c o n s id e r e d  th e  dram atic  e f f e c t  o f  th e  s o l i l o ­
quy when u sed  by an e x tr em e ly  s e n s i t i v e  and r e f l e c t i v e  char­
a c te r  l i k e  R ichard I I .  In  v a r y in g  d e g r e e s ,  B ru tu s , Hamlet 
and Macbeth a l s o  r e v e a l  t h e s e  p s y c h o lo g ic a l  t r a i t s .  T heir  
s o l i l o q u i e s ,  how ever, do n o t  so much in c r e a s e  th e  p a th o s  o f  
t h e i r  s i t u a t i o n s  a s  p o r tr a y  in n e r  c o n f l i c t s  caused  by e x c e s ­
s i v e  s t r a i n .
B rutus
B r u tu s ’ f i r s t  s o l i lo q u y  i n  J u l iu s  C aesar (1599) r e ­
f l e c t s  th e  m ental tu r m o il  ind uced  by C a s s i u s ’ c o n v e r s a t io n  
about C a e sa r ’ s a m b it io n  f o r  a crown. The sp eech  i s  a pro­
j e c t i o n  o f  th e  s t r u g g le  betw een  th e  "n ob le” Roman’ s g e n t l e  
n atu re  and h i s  p a t r i o t i c  i d e a l s .  I t  b e g in s  w i t h  th e  r e s o l u ­
t i o n ,  ”I t  must be by h i s  d e a th ,"  v/h ich , how ever, i s  f o l l o w ­
ed im m ed ia te ly  by th e  r e f l e c t i o n
and f o r  my p a r t ,
I  know no p e r s o n a l  cause  to  spurn a t  him 
But fo r  th e  g e n e r a l .  ( I I . i , 1 0 -1 2 )
4
The i n t e r n a l  d e b a t e  c o n t i n u e s  a s  B r u t u s  c o n s i d e r s  how t h e  
crown m ight change C a e sa r ’ s n a tu re :
Crown him? That—
And th e n ,  I  g r a n t ,  we p u t a s t i n g  i n  him 
That a t  h i s  w i l l  he may do danger w i th .
Th* abuse o f  g r e a tn e s s  i s  when i t  d i s j o i n s  
Remorse from power; ( I I . i . 1 5 -1 9 )
h i
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But to these thoughts he again must add in all honesty,
andto  speak truth of Caesar,
I have not known when his affections sway’d 
More than his reason. (II.i.19-21)
The supposed threat to Rome, however, lessens the weight
of his personal considerations and he begins to calculate the
dangers of a politically ambitious man to the state:
But ’tis a common proof 
That lowliness is young Ambition's ladder,
Whereto the climber-upper turns his face;
But when he once attains the upmost round,
He then unto the ladder turns his back,
Looks in the clouds, scorning the base degrees 
By which he did ascend. (II.i.21-27)
Upon this reasoning Brutus bases his resolve, "So Ceasar may;
/ Then, lest he may, prevent" (II.i.27-28).
In the closing lines of the first soliloquy the patriot 
seems to rationalize his conflict. Realizing that "the quar­
rel will bear no colour" because of Caesar's present nature, 
he decides that he must therefore
Fashion it thus: that what he is, augmented,
Would run to these and these extremities;
And therefore think him as a serpent's egg 
Which, hatch'd, would, as his kind, grow 
mischievous,
And k i l l  i n  th e  s h e l l .  (1 1 .1 .3 0 -3 * 0
Brutus' great concern for the welfare of Rome becomes
more evident as he soliloquizes about Cassius' message urging
him to join the conspiracy:
t
S h a l l  Rome s t a n d  u n d e r  one m a n 's  awe? W hat,
Rome?
My ancestors did from the streets of Rome 
The Tarquin drive when he was call'd a king.
"Speak, strike, redress.'" Am I entreated 
To speak and strike? 0 Rome, I make thee promise 
If the redress will follow, thou receivest 
Thy full petition at the hand of Brutus.'
(II.i.52-58)
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So Cassius has successfully baited the Roman's patriotic 
pride and convinced him of the necessity and integrity of 
their cause.
The above resolution, however, brings little peace of
mind. As the conspirators are knocking at the door, Brutus
reflects upon his decision, his thoughts revealing the now
augmented conflict within him:
Between the acting of a dreadful thing 
And the first motion, all the interim is
Like a phantasma or a hideous dream.
The Genius and the mortal in s tr u m e n ts  
Are then in council; and th e  s t a t e  o f  man,
Like to a little kingdom, s u f f e r s  th en
The nature o f  an insurrection. (II.i.63- 6 9 )
It is significant that this tragically patriotic character 
compares the turmoil caused when the mind (Genius) deliber­
ates over the deadly means (mortal instruments) at its dis­
posal, to a rebellion within a kingdom. His own state of 
unrest foreshadows the upheaval in Rome after the assassina­
tion and the funeral oration of Antony.
Brutus has two more soliloquies in the play, one before 
the other after the murder of Caesar. In the first he con­
trasts his uneasiness about the planned assassination to the 
peaceful sleep of Lucius, his servant:
Enjoy the honey-heavy dew of slumber.
Thou has no figures nor no fantasies 
Which busy, care draws in the brains of men;
T h e r e f o r e  th o u  s l e e p  *s t  so so u nd . ( I I . i . 2 2 9 -33 )
The second, uttered just before the appearance of Caesar’s
ghost, is an apostrophe to sleep which has robbed Brutus of
the soothing music of Lucius’ instrument:
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0 murd'rous slumber,
Lay'st thou thy leaden mace upon my boy,
That plays thee music? (IV.iii*267-70)
It is interesting to note that both Hamlet and Macbeth
contrast their mental conflicts to the peace of sleep. In
the "To be or not to ben soliloquy the Dane equates sleep
with death which rids man of "The heart-ache and the thousand
natural shocks / That flesh is heir to" (III.i.62-63). Macbeth,
after murdering Duncan, thinks he hears a voice cry, "Sleep no
more.1 / Macbeth does murder sleep" (II.ii.35-36) and comments:
Sleep that knits up the ravell'd sleave of care,
The death of each day's life- sore labour's bath,
Balm of hurt minds, great nature's second course,
Chief nourisher in life.'s feast. (II.ii.37-^0)
Such contrasts of sleep and emotional disturbance are a recur­
rent theme in Shakespearean tragedy. Richard III is plagued in 
his rest by the ghosts of those he has murdered, and Lady 
Macbeth's sleep-walking scene is a classic example of a mind 
distraught by the remorse of conscience.
Several critics have pointed out an affinity between 
Brutus and Hamlet.'*’ Both.are of a sensitive and idealistic 
nature and both manifest their internal conflicts. The Roman's 
soliloquies, however, are not as subjective as those of the Dane, 
and have a rhetorical quality which mitigates the effective 
portrayal of his turmoil. Hamlet's speeches of self-explanation,
See, among others, A- C* Bradley, Shakespearian Tragedy. 
Meridian Books (Cleveland, 1961), p. 72; Harley Granville- 
Barker, "Shakespeare's Dramatic A r t,"  in A Companion to Shake­
speare Studies, ed. H. Granville-Barker and"G. B. Harrison, 
Doubleday Anchor Books (Garden City, N.Y., i9 6 0), p. 70; and 
Irving T, Richards, "Meaning of Hamlet's 'To be or not to be,'" 
PMLA. XLVIII (September, 1933), 7^2.
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on the other hand, are the expression of "thought in the
2
process of formation," not merely an  ornate statement or 
report of inner tension# (A comparison of Brutus’ insurrec­
tion” speech fXl.i.6l-6§] and Hamlet's first reproach Jll.ii* 
576-63?] is an indication of this distinction,.) In Hamlet
(1600-1) Shakespeare achieved for the first time the dramatic
3
presentation of a mind charged with strife and anguish.
Hamlet
Hamlet’s first soliloquy reveals the depth of misery and 
despair into which the hasty and ’’incestuous" marriage of his 
mother has plunged him. The*speech begins with a disgust for 
life and a longing for death so intense that nothing stands 
between the Prince and suicide except religious fear:
i I
0, that this too too solid flesh would melt,
Thaw, and resolve itself into a dew.’
Or that the Everlasting had not fix’d
His canon ’gainst self-slaughter I 0 God.' God.'
(I.ii.129-32)
The death wish is followed by a loathing for the entire world 
which to Hamlet now seems "an unweeded garden" possessed only 
of "things rank and gross in nature" (I.ii.135-36). The re­
mainder of the passage is a series of impassioned comments 
about his mother’s shallowness of feeling for her recently
L. C. K n ig h t s ,  An A pproach  t o  H am le t (London, 1 9 6 1 ) ,
p. 71*-.
3 See Granville-Barker, "Shakespeare's Dramatic Art,"
p. 68.
^ For an excellent comparative study of the critical con­
troversy over this word see Fredson Bower, "Hamlet’s 'Sullied' 
of 'Solid' Flesh: A Bibliographical Case-History," in Shake­
speare Survey %  ed. Allardyce Nicoll (Cambridge, 195677
pp.
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deceased husband and about her marriage to Claudius* There is
exposition here, but not merely of previous events. The shock
to Hamlet’s moral sensitivity is reflected in such phrases as:
That it should come to this.'
But two months dead.1 Nay, not so much, not two.
( I . i i . 1 3 7 -3 8 )
0, most wicked speed, to post 
With such dexterity to incestuous sheets.'
( I . i i .  1 5 6 -5 7 )
So overwhelming is the change in his mother's nature that he 
is tortured by an intense melancholy: "But break my heart,
for I must hold my tongue" ( I . i i . 1 5 9 ) .
After the colloquy with the ghost, Hamlet is further 
stunned by the news of his father's murder and his mother's 
adultery. The first few lines of his soliloquy most effective­
ly reveal the shock he has received:
0 all you host of heaveni 0 earth.' What else?
And shall I couple hell? 0, fie.' Hold, my heart,
And you, my sinews, grow not instant old.
But bear me s t i f f l y  up. ( I . v . 9 2 -9 5 )
Having been charged to avenge the "foul and most unnatural 
murder," he thrice repeats the ghost's petition to "remember" 
him and vows complete attention to the command. No sooner has 
he done this than he again vents his anger against Gertrude,
"0 most pernicious woman.'" (I.v.1 0 5) and lashes out against 
Claudius, "0 villain, villain, smiling, damned villain.'" (I.v. 
106). Here, the portrayal of tension and conflict is far supe­
rior dramatically to that of Brutus. The abrupt transitions 
in Hamlet's thoughts, the short and emotionally charged phrases, 
mirror a mind burdened almost beyond endurance.^
5" Regarding the question of Hamlet's feigned or real 
madness, see Bradley, Shakespearean Tragedy. PP. 103-*+; and 
J. Dover Wilson, What Happens in Hamlet (Cambridge. 19ol),
pp. 88-101.
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Approximately two months intervene between the appari­
tion of the ghost and the arrival of the players, but Hamlet 
has not yet accomplished his revenge. After one of the actors 
passionately delivers the "Hecuba" speech, the Prince, when 
alone, reproaches himself for his delay. He begins \d.th the 
denunciation "0, what a rogue and peasant slave am I ( I I . i i .  
576) and goes on to compare his cause for vehement action to 
that of the player’s?
What's Hecuba to him, or he to Hecuba,
That he should weep for her? What would he do,
Had he the motive and the cue for passion
That I have? (II.ii.585-88)
The actor, Hamlet answers, "would drown the stage with tears,"
yet he., "unpregnant" of his cause,
. . '. can say nothing; no, not for a king,
Upon whose property and most dear life 
A damn'd defeat was made. (II.ii.596-98)
Concluding this self-laceration, the Dane accuses himself of
being "pigeon-liver'd" and then scathingly comments:
This is most brave,
. That I, the son of a dear father murder’d,
Prompted to my revenge by heaven and hell,
Must like a whore, unpack my heart with words,
And fall a-cursing, like a very drab,
A scullion.* (II.ii.6ll-l6)
In the closing lines of this reproach the Prince states
his uncertainty about the ghost: "The spirit that I have seen
/ May be the deyil" (II.ii.627-28). Fearing damnation if the
ghost is not genuine, he decides to have the actors perform
before his uncle a play "something like the murder of my father"
(II.ii.621*). If Claudius "but blench," then he will know that
the command to revenge must be obeyed.
This concern over the authenticity of the spirit and the
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subsequent plans for "The Mouse-trap" have been the subject
of much critical discussion. Bradley considers his doubt "an
unconscious fiction, an excuse for delay— and for its continu- 
£
ance." F. T. Bowers concludes that his fear is legitimate in 
view of the revenge tradition and Would have been accepted as 
such by an Elizabethan audience. 1 E. E. Stoll does not con­
sider the doubt a sign of procrastination, but rather an ef­
fective device to motivate the delay necessary in a revenge 
tragedy. For him the entire reproach is an advancement in the
o
use of soliloquy because of the purpose which it serves. 
Whatever may be the reason for Hamlet’s self-rebuke, whether 
inner weakness or dramatic necessity, Shakespeare developed in 
this speech a form of spontaneous utterance reflective of inner 
turbulence and anxiety.
Hamlet’s next soliloquy occurs shortly after the first 
reproach. The entire speech is a gloomy meditation, beginning 
with the words "To be, or not to bet that is the question"
(III.i.56). The antithesis expressed in this l i n e  seems to be 
between activity and passivity rather than between life and 
d e a t h .9 “To be" is "to take arms against a sea of troubles" 
(v.59), "not to be" is "to suffer the slings and arrows of
^ Shakespearean Tragedy, p. 111.
— *
See E l i z a b e t h a n  Revenge T rag ed y  l 'o 8 7 - l6 b 2  ( G l o u c e s t e r ,  
Mass., 1959)5 pp. llB-l^U
O
See Art and A r t i f i c e  i n  Shakespeare (Cam bridge, 1938)5  
pp. 9^-95.
9 See Richards, PMLA. XLVIII, 751.
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outrageous fortune” (v.58). The initial lines of this pas­
sage give the effect of the Prince trying to bestir himself to 
active opposition, of attempting to enter boldly upon a strug­
gle from which personal escape seems altogether impossible.
The soliloquy continues, as Hamlet muses about sleep, 
death and annihilation ( w . 60-82)* Here, again, is a weariness 
of life similar to that expressed in the first soliloquy of the 
play. The Dane has been charged with the dreadful responsi­
bility of revenge, but because o f  his increasing melancholy he 
continually emphasizes at this p o in t  i n  the tragedy the "ills" 
which humanity must bear.
The concluding lines o f  the speech (w. 83-88) are a grad­
ual transition to its opening theme, the contrast between action 
and inaction. Hamlet speaks of "the native hue of resolution" 
as being "sicklied o'er with the pale cast of thought," and of 
"enterprises of great pith and moment" losing "the name of 
action." Suicide, the central thought of the passage, seems to 
be the only way that he can solve the dilemma posed by the al­
ternatives of vigorous activity and death-shadowed passivity.
A fte r  th e  s u c c e s s  o f  "The M ou se-trap ,"  Hamlet g iv e s  u t t e r ­
ance to  h i s  th o u g h ts i n  a s o l i lo q u y  w hich b e g in s  a u s p ic io u s ly  
enoughs .
•T is  now th e  v e r y  w itc h in g  tim e o f  n ig h t  
When churchyards yawn and h e l l  i t s e l f  b r e a th e s  ou t  
C on tagion  to  t h i s  w o r ld . Now co u ld  I d r in k  h o t  
b lo o d ,
And do such b i t t e r  b u s in e s s  a s  th e  day
Would quake to look on. (Ill.ii.VOo-lO)
He seems on the verge of action, but continue,:;;
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Soft.' now to my mother.
0 heart, lose not thy nature] Let not ever
The soul of Nero enter this firm bosom;
Let me be cruel, not unnatural. (III.ii.*+10-13)
The thirst for blood, engendered by.the sight of his uncle’s 
startled eyes, and blanched face, appears to have been for­
gotten. It is to his mother that Hamlet first goes, not to 
Claudius.
J . Dover Wilson, calling this passage "the most glaring 
instance of ’bestial oblivion' in the play,"1^ suggests that 
the Dane is incapable of thinking about two objects at the same 
time. The speech does seem to indicate a delay on Hamlet's 
p a r t ,  especially in view of the ghost's earlier admonition:
But, however thou pursuest this act.
Taint not thy mind, nor let thy soul contrive
Against thy mother aught, (I.v.8*+-86)
Perhaps this neglect is intended as further evidence of the 
Prince's confusion after Claudius’ obvious betrayal of guilt. 
Hamlet's lines concerning his mother do reflect an emotional 
disorder, for he promises only to "speak daggers to her," but 
immediately admits, "My tongue and soul in this be hypocrites" 
(III.ii.*+l*+-l5). His impulse to castigate her is controlled 
only by an enforced restraint of will.
On his way to Gertrude, Hamlet encounters Claudius at 
prayer and begins to soliloquize about this opportunity for 
revenge:
Now might I do it pat, now he Is praying;
And now I'll d ’t— And so he goes to heaven;
And so am I reveng’d. That would be scann’d.
(Ill.iii.73-75)
What Happens in H a m le t , p. 2*+5.
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He decides that to kill h i s  uncle while praying would be 
"hire and salary, not r e v e n g e , " S in c e  C la u d iu s  m u rd e re d  his 
father "grossly," "With all h is  crimes broad blown, as flush 
as May," he determines to wait for h i s  revenge, until the 
villain
. . .  is drunk asleep, or in his rage,
Or in th1 incestuous pleasure of his bed,
At gaming, swearing, or about some act 
That has no relish of salvation i n ’t—
Then trip him, that his heels may kick at heaven,
And t h a t  h i s  so u l may be damn'd and black 
As h e l l ,  w h ereto  i t  g o e s . (III.i i i . 89- 9 5 )
As noted in the Introduction (p. 3), Coleridge sees in
this soliloquy "the marks of reluctance and procrastination."
These "marks", however, are less glaring when the passage is
considered in light of the traditions of the revenge play.
For the vengeance to be complete, the offender not only had
to be k i l l e d  i n  a manner more cruel than his victim, but also
11at a time when his damnation could be reasonably assured. 
Shakespeare’s audience knew this and, as the soliloquy indi­
cates, Hamlet did too. Judged byu-the conventions of Elizabe­
than revenge, the speech becomes a means of heightening ten­
sion, for then the Prince is viewed as being thwarted in his 
opportunity, rather than as failing to act of his own accord.
Hamlet's final ...oliloquy is a self-reproach similar to 
the one provoked by the "Hecuba" speech. This time it is the 
example of Fortinbras’ martial valor that causes him to express 
his feelings. The speech begins with the rebuke,
How all occasions do inform against me,
And spur my dull revenge.1 What is a man,
11 See Boilers, Revenge Tragedy, pp. 110-11.
Reproduced with permission o f the copyright owner. Further reproduction prohibited w ithout permission.
If his chief good and market of his time 
Be but to sleep and feed? A beast, no more.
( I V , i v . 39-^ 1)
The Prince then considers the possible reasons for his in­
action,
Now, whether it be 
Bestial oblivion, or some craven.scruple 
Of thinking too precisely on th' event,—
(IV.iv!39-^1)
but concludes,
I do not know
Why yet I live to say, "This thing's to do,"
Sith I have cause and will and strength and 
means
To do't. (IV.iv.^3-^6)
Realizing that Fortinbras is daring "fortune, death, and
danger" merely "for an egg-shell," he asks himself: "How stand
I then, / That have a father kill'd, a mother stain'd" (IV.iv.
56-57)• The soliloquy ends with the firm determination, "0,
from this time forth, / My thoughts be bloody, or be nothing
worth.*" (IV.iv.65-66).
This speech, absent not only from the First Quarto
(1603), but also from the Folio (1623), is considered by both
Wilson and Bradley as a further sign of Hamlet's procrasti- 
12
nation. Professor Stoll, however, says that the passage was 
added to the corrected Second Quarto (I60V) "not as an indict­
ment, but to show, with the final resolution, that the neg-
13lect and delay are over and done with." The validity of 
either interpretation depends upon one's reading of Hamlet.
•*
*1 o
See What Happens in Hamlet, pp. 260-6^; and Shake­
spearean Tragedy, pp. 117-18.
13
Art and Artifice, p. 100.
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If his failure to act is considered the result of a 
melancholic paralysis, then the first will bear more weight; 
if his delay is viewed as a dramatic necessity to prolong 
the actioh, then the second will appear more feasible. 
Whichever interpretation is chosen, however, the soliloquy 
retains the quality of spontaneous utterance, of an exhorta­
tion arising naturally out of a contention with an internal 
rather than with an external force.
Macbeth
All of Hamlet’s soliloquies are an integral part of his 
introspective and sensitive nature and reflect a mind ex­
ploring its own complexity. In a similar way, the device 
seems instinctive to the character of Macbeth as Shakespeare 
has sketched it. His imagination is so sensitive that the
thought of dreadful action immediately becomes the terrifying -
l*f
picture of its performance. Completely distraught at times 
by his fearful imaginings, or overcome by the inability to act, 
the Scot expresses his inner turmoil in soliloquy.
Macbeth’s aside after the announcement that he has been 
made Thane of Cawdor reflects the extent to which the witches’ 
prophecy has disturbed this. So "rapt withal" is he in the 
"supernatural sqliciting" that he is unable to determine its 
meaning or to understand the effect it has had upon him:
If ill,
Why hath it given me earnest of success,
•i L.
See Granville-Barker, "Shakespeare's Dramatic Art,"
P. 79.
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Commencing in a truth? .1 am thane of Cawdor.
If good, why do I yield to that suggestion 
Whose horrid image doth unfix my hair 
And make my seated heart knock at my ribs.
Against the use of nature? (I.iii.131-37)
He admits his ’’present fears" about the prophecy, but realizes
that they "are less than horrible imaginings’* to which he is
prone. Finally, denying any notion of murdering Duncan, he
does confess that his faculties are overwhelmed by imagination
and that nothing exists for him except the unrealized crown!
My thought, whose murder yet is but fantastical,
Shakes so my single state of man that function 
Is smother’d in ’mise, and nothing is
The ambivalence between.Macbeth’s determination not to 
act and his ambition for kingship is evident in two other 
asides in- Act I. In the first he seems to refuse to give the 
matter any further thought;
If chance will have me king, why, chance may
Again, when Duncan names Malcolm the heir apparent, his thoughts
return to the crown;
The Prince of Cumberland.* That is a step 
On which I must fall down, or else o ’erleap.
For it lies in my way. ’(I.iv.4-8-5 0)
His subsequent invocation to the stars to hide his ’’black and
deep desires” (I.iv.50-53) is an indication that the ambition
which he had previously tried to deny has now taken greater hold
of him.
According to Levin L. Schucking, Lady Macbeth’s first
^  Note the echo of Brutus’ speech (II.i.63-6 9), p. *+3, 
in the repetition of the phrase ’’state of man”.
But what is not. (I.iii.139-^2)
crown me 
Without my stir (I.iii.l^-MO
UNIVERSITY OF WINDSOR LIBRARY
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soliloquy '’completes and confirms the impression we have
16already received of Macbeth.n Having been informed of the 
witches' prophecy, she expresses her fears about her husband's 
nature:
It is too full o' th3 milk of human kindness 
To catch the nearest way. Thou wouldst be great,
Art not without ambition, but without
The illness should attend it. (I.v.17-21)
Thus is Macbeth's reaction to the weird sisters explained:
they have aroused his ambitious nature, yet he, because of an
innate aversion to evil, becomes greatly disturbed by thoughts
accompanying such an enticement* By revealing her husband's
temperament in this way, Lady Macbeth also prepares the audience
for the internal conflicts which are to follow*
After Macbeth has welcomed Duncan to Dunsinane, he begins
to soliloquize about the murder which both his wife and his
ambitions have been urging him to undertake. The first section
of the speech reflects his concern over the possible outcome of
the deed:
If it were done when 'tis done, then 'twere well 
It were done quickly. If the assassination 
Could trammel up the consequence, and catch 
With his surcease success; (I.vii.l-^)
If, Macbeth continues, the fatal stroke "might be the be-all
and the end-all," then he would "jump the life to come." But
he realizes thaij "bloody instructions" often return "to plague
th' inventor." It is "this even-handed justice" which gives
him pause and which marks a turning point in the soliloquy.
In the central portion of the passage the struggle be-
Character Problems in Shakespeare1s Plays (New York,
1922),  pT-so:
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tween Macbeth’s natural disposition and his treasonous ambi­
tion is most pronounced. He begins to consider the reasons 
which would stay his hand against Duncan:
He's here in double trust:
First, as I am his kinsman and his subject,
Strong both against the deed; then, as his host,
Who should against his murderer shut the door,
Not bear the knife myself. (I.vii.12-16)
17Taking into account Duncan’s competent rule, he realizes 
that
M s v ir tu e s
Will plead like angels, trumpet-tongue*d, against 
The deep damnation of his taking off. (I.vii.18-20)
Here Macbeth is thinking not merely of consequence, but of
the horror of the deed. The"imagery, moreover, reveals that
be is. concerned about an after-life. Earlier in the speech
he said that he would "jump the life to come" (I.vii.7).
Now he uses such terms as "angels" and "deep damnation" which
point to the theme of everlasting punishment of evil.
Immediately after this soliloquy Lady Macbeth enters and
Macbeth declares, "We will proceed no further in this business"
(I.vii.30). This resolve is slowly weakened, however, as his
wife torments him about his cowardice. In the next scene, as
Macbeth prepares to murder Duncan, his abnormally sensitive
imagination creates the image of a knife hanging before him in
the air. As his dread of the illusion increases, the dagger
becomes more real:
I see thee yet:, in form as palpable 
As this which now I draw.
17' In Holinshed1s Chronicles. Duncan is described as a 
despotic monarch. This alteration of the source makes Macbeth’s 
crime appear even more heinous.
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I see thee still,
And on thy blade and dudgeon gouts of blood,
Which was not so before. (11. i.^O-^l,**- 5-*+7)
Even though Macbeth finally rejects this fearful pro­
duct of his "heat-oppressed brain," his imagination continues 
to torment him through the remainder of the soliloquy. He 
envisions all of nature as plagued by the murder which he is 
about to commit:
Now o ’er the one half-world 
Nature seems dead, and wicked dreams abuse 
The curtain'd s l e e p .  Witchcraft celebrates 
Pale Hecate's offerings, and wither'd Murder,
Alarum1d by his sentinel, the wolf,
Whose howl’s his watch, thus with his stealthy 
pace,
With Tarquin’s ravishing strides, towards his 
design
Moves like a ghost. (II.i.1+9-56)
The uneven rhythm, the diction, and the images of wild and 
violent activity in this section of the speech mirror Mac­
beth’s inner turbulence as he, jarred by the ringing of a 
bell, makes his way to Duncan’s chamber.
After the murder Macbeth is startled by a knocking at 
the gate. His soliloquy is evidence of his extreme dis­
traction at this point in the tragedy. He wonders why "every 
noise appalls" him and, looking down at his hands, he woefully 
cries,
With all great Neptune’s ocean wash this blood 
Clean from my hand? No, this my hand will 
rather
The multitudinous seas incarnadine,
Making the green one red. (II.ii.61-63)
Lady Macbeth echoes this lament in the sleep-walking scene:
Here’s the smell of blood still; all
the perfumes of Arabia will not sweaten
this little hand. Oh, oh, oh.’ (V.i. 56-58)
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In  b oth  c a s e s ,  i t  i s  n o t m erely  t h e ir  hands th a t  have been
s t a in e d ,  b u t , a s  M acbeth’ s fr e n z y  during th e  banquet scen e
and Lady M acbeth’ s in s a n i t y  p r o v e , t h e ir  minds a s  w e l l ,  and
w ith  th e  b lo o d  o f  g u i l t .
M acbeth’ s t r e p id a t io n  in c r e a s e s  a f t e r  he h as a t t a in e d
th e  crown. Remembering th a t  th e  w itc h e s  h a i le d  Banquo a s
" fa th e r  to  a l i n e  o f  k i n g s ,” he f r e t f u l l y  p on ders:
To be th u s i s  n o th in g ,
But to  be s a f e ly  th u s . Our f e a r s  in  Banquo 
S t ic k  deep; and in  h i s  r o y a lt y  o f  n a tu re  
Reigns th a t  w h ich  w ould be f e a r e d . (111.1.^8-51)
D reading th a t  th e  w e ird  s i s t e r s  have g iv e n  him a ’’f r u i t l e s s
crown and a barren  s c e p t r e ,” he c o n t in u e s  th e  s o l i lo q u y  in  a
s t a t e  o f  great agitation:
I f  ’ t  be s o ,
For Banquo’ s i s s u e  have I  f i l ’d my mind;
For them th e  g r a c io u s  Duncan have I  m urder’d;
Put ran cou rs i n  th e  v e s s e l  o f  my peace  
Only fo r  th en ; and mine e te r n a l  jew e l  
G iven to  th e  common enemy o f  man,
To make them k in g s ,  th e  seed  o f  Banquo k in g s .’
(111. 1 . 6^-70)
A fte r  h i s  v i s i t  to  th e  w it c h e s ,  Macbeth sp eak s an a s id e
w hich r e v e a ls  an im p ortan t change i n  h i s  d i s p o s i t i o n .  Having
been  warned to  "beware M a cd u ff,” he im m ed ia te ly  d e c id e s  to  
plunder h i s  c a s t l e .  Here i s  u n q u a lif ie d  r e s o lu t io n  w ith o u t  
th e  u s u a l f e a r f u l  im a g in in g s:
From t h i s  moment 
The v e r y  f i r s t l i n g s  o f  my h e a r t  s h a l l  be 
The f i r s t l i n g s  o f  my hand. And even  now,
To crown my th o u g h ts  w ith  a c t s ,  be i t  thou ght
and done. ( I V . i . l w - ^ )
Thus, a s  Macbeth becomes confirm ed  i n  e v i l ,  h i s  pow ers o f
im a g in a tio n  are  w eakened. He i s  b a r e ly  s t a r t l e d  by th e  women’s
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loud lament over his wife’s death and realizes that he has
’’almost forgot the taste'Of'fears”:
The time has been, my senses would have cool’d 
To hear a night-shriek, and my fell of hair 
Would at a dismal treatise rouse and stir 
As life were in ’t, I have supp'd full with 
horrors5
Direness, familiar to my slaughterous thoughts,
Cannot once start me. (V.v.10-15)
As long as Macbeth’s imagination is active, he is dis­
tracted by an internal turmoil similar to that of Hamlet.
Both characters suffer conflicts because they are unable to 
pass from thought to critical resolution and action. The 
Scot’s difficulty is due to his abnormal imaginative power, 
the Dane’s, to his extremely'introspective nature. Brutus, 
like Macbeth, wages a debate with himself about committing the 
crime of assassination. The Scot’s struggle, however, is more 
dramatically effective than the Roman’s, because of the greater 
emotional intensity involved. All three characters manifest 
their mental conflicts in soliloquy. Used for this dramatic 
purpose, the device succeeds in presenting an "inward drama,” 
a function far superior to a direct and, therefore, more 
primitive exposition of the action.
1 8
Cf. the effect of the knocking at the gate (Il.ii. 
58-63), p. 58.
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CONCLUSION
Can a developm ent be tr a c e d  in  S h a k e sp ea r e 's  u se  o f  
s o l i lo q u y ?  I s  th e r e  an advance from "convention"  to  " in ­
v e n tio n "  i n  h i s  employment o f  th e  d e v ic e ?  The s o l i l o q u i e s  
o f  th e  e a r l i e r  t r a g e d ie s  c e r t a in ly  r e v e a l  th e  in f lu e n c e ,  in  
b oth  form and fu n c t io n ,  o f  th e  s e t  sp eech es  in  p re -S h a k e-  
sp earean  drama, e s p e c i a l ly  th o se  o f  Kyd and M arlowe. There 
i s  a grad u a l m a tu r a tio n , how ever, from a h ig h ly  r h e t o r ic a l  
form o f  v e r s i f i c a t i o n  t o  a s t y l e  more c h a r a c t e r i s t i c  o f  
sp on tan eou s sp ee ch , from th e  c o n v e n tio n a l f u n c t io n  o f  d ir e c t  
s e l f - e x p la n a t io n  to  a purpose more w h o lly  in te g r a te d  w ith  
c h a r a c te r , s i t u a t i o n  and them es.
The d i f f e r e n c e  o f  q u a l i t y  l i e s  n o t in  a c o n tr iv a n c e  
i t s e l f ,  but i n  what i s  th e re b y  c o n tr iv e d . I f  s o l i lo q u y  i s  
u sed  m erely  to  g iv e  in fo r m a tio n  about th e  sp e a k e r 1s in t e n ­
t io n s  or a s  an ex cu se  fo r  a sh eer  o u tb u r st  o f  p o e tr y , i t  
must be r e le g a t e d  to  i n f e r i o r  dram atic te c h n iq u e . I f ,  on 
th e  o th er  hand, th e  d e v ic e  adm its th e  a u d ien ce  in t o  th e  sub­
c o n sc io u s  w ork in gs o f  th e  c h a r a c te r 's  m ind, th e re  r e s u l t s  an 
im m ediacy o f  f e e l in g  n e c e s s a r y  fo r  an inward e x p e r ie n c e  o f  
l i f e  i t s e l f .
B r ie f  r e fe r e n c e  was made in  th e  In tr o d u c t io n  to  th e  
c r i t i c a l  d isa g reem en t about th e  p s y c h o lo g ic a l  im portance o f  
s o l i lo q u y .  In  th e  e a r ly  t r a g e d ie s  l i t t l e ,  i f  an y , in s ig h t
60
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in t o  c h a r a c ter  can be g a in ed  from th e  s e t  sp e e c h e s . In  th e  
mature t r a g e d ie s ,  how ever, where th e  em phasis i s  p la c e d  on 
an inward r a th e r  than  an outward s t r u g g le ,  th e r e  i s  e v id e n c e  
o f  S h a k esp ea re’ s grow ing i n t e r e s t  i n  th e  c o m p le x it ie s  o f  
human n a tu r e . I t  i s  im p o ss ib le  to  r e s t r i c t  th e  e x p r e s s io n  
o f  t h i s  i n t e r e s t  to  s o l i lo q u y ,  fo r  S h a k e sp ea r e 's  d e v e lo p ­
ment in c lu d e d  an in t e g r a t io n  o f  h i s  w hole dram atic  a r t .
D ir e c t  e x p o s i t io n  gave way to  a more s u b t le  p r e s e n ta t io n  o f  
c h a r a c te r , in c lu d in g  n o t o n ly  an em phasis on th e  a c t io n s  o f  
^he d ram atis p e r so n a e , but a l s o  an in t e r p r e t a t io n  o f  th e  
h ero  from th e  p o in t  o f  v iew  o f  th e  o th e r  c h a r a c te r s  i n  th e  
p la y .
The developm ent o f  S h a k esp ea re ’ s dram atic tec h n iq u e  
r a i s e s  th e  q u e s t io n  o f  why s o l i lo q u y  i s  u sed  so in f r e q u e n t ly  
i n  th e  t r a g e d ie s  w r i t t e n  a f t e r  M acbeth. In  C o r io la n u s th e r e  
are  but two in s ta n c e s  o f  th e  d e v ic e ;  Antony has h a r d ly  t h i r t y  
l i n e s  o f  s o l i lo q u y ,  C leo p a tra  n o t o n e . The h e r o e s  o f  th e s e  
p la y s  are  by n a tu re  men o f  a c t io n  and th e r e  i s ,  th e r e f o r e ,  
l e s s  need o f  th e  c o n v e n tio n . Shakespeare turned  s o l i lo q u y  to  
s i g n i f i c a n t  accou n t fo r  such in t r o s p e c t iv e  c h a r a c te r s  a s  Ham­
l e t  and M acbeth, but where c h a r a c te r iz a t io n  cou ld  be han d led  
by o th e r  dram atic m eans, th e  d e v ic e  became su b o r d in a te , i f  n o t  
a lto g e th e r  e c l ip s e d .
P a r a l l e l  to  S h a k esp ea re ’ s m a tu r ity  o f  th e  form o f  s o l i l o ­
quy i s  h i s  developm ent in  o th e r  ty p e s  o f  dram atic sp eech .. H is  
e a r ly  s t y l e  i s  e a s i l y  d is t in g u is h e d  by a r e g u la r i t y  o f  rhythm . 
In  th e  e a r ly  h i s t o r y  p la y s ,  e s p e c i a l l y ,  th e r e  i s  a bom b astic
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q u a l i t y  w hich  r e v e a ls  a con cern  fo r  mere w ords, t h e ir  sound 
and c o lo r .  I s  S h a k e sp e a r e 's  p r o f ic ie n c y  i n  w r it in g  b lank  
v e r s e  in c r e a s e d , h i s  d ia lo g u e  became more r e p r e s e n ta t iv e  o f  
normal sp e e c h . S u p e r f lu ity  o f  words and u n n e ce ssa ry  metaphor 
d isa p p ea r  and th e  c h a r a c te r s  no lo n g e r  a l l  speak a l i k e ,  but 
i n  a s t y l e  more d i s t i n c t i v e  o f  t h e ir  in d iv id u a l  t r a i t s .  Thus 
b lan k  v e r s e  i s  n a tu r a l to  th e  h e r o ic  O th e llo , w h ile  Ia g o , a 
low er c h a r a c te r , sp eak s m o stly  i n  p r o se .
The lan gu age  o f  th e  l a t e r  s t y l e  i s  a l s o  more f l e x i b l e  
and cap ab le  o f  r e p r e s e n t in g  d i f f e r e n t  changes i n  a c h a r a c te r 's  
mood., L e a r 's  sp ee ch es  i n  th e  e a r l i e r  p a r t o f  th e  p la y  have a 
c e r t a in  n o b i l i t y ,  w h ereas h i s  u t t e r a n c e s  during th e  h ea th  
sc e n e s  r e f l e c t  h i s  m isery  and m en ta l i n s t a b i l i t y .  In  th e  
m ature t r a g e d ie s ,  m oreover, Sh akesp eare made u se  o f  more i n ­
t e n s iv e  im ages w hich  en ab led  him to  e x p r e ss  them es in c a p a b le  
o f  d ir e c t  s ta te m e n t. F in a l l y ,  i n  th e  v e r s i f i c a t i o n  o f  such  
t r a g e d ie s  a s  M acbeth and Antony and C leop atra  th e r e  i s  a 
r e so n a n t q u a l i t y  w h ich  Shakespeare had p r e v io u s ly  been  u n ab le  
to  a c h ie v e . The v e r b a l e ch o es  and c o n tr a s t s  n o t o n ly  have a 
b eau ty  i n  th e m se lv e s  but a ls o  a p e r f e c t  a p tn e s s  o f  m eaning.
The lan gu age m ost a p p r o p r ia te ly  e x p r e s s e s  th e  em otion s o f  th e  
ch a r a c te r s , i n  a g iv e n  s i t u a t i o n .
E q u a lly  im p ortan t to  a c o n s id e r a t io n  o f  S h a k e sp ea r e 's  
developm ent o f ’ dram atic sp eech  i s  th e  q u e s t io n  o f  h i s  i n f l u ­
ence on h i s  s u c c e s s o r s .  In  t h i s  c o n n e c tio n , how ever, th e r e  
i s  th e  problem  o f  d i f f e r e n t  in t e r p r e t a t io n s  by v a r io u s  dram­
a t i s t s  and, th e r e f o r e ,  o f  v a r io u s  m o d if ic a t io n s  i n  s t y l e .  
W eb ster 's  h a n d lin g  o f  th e  d e v ic e  o f  s o l i lo q u y  b ea rs  a c lo s e
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The Duchess o f  M a lfi i s  c o n c e n tr a te d  on th e  h e r o in e  by th e  
u se  o f  s e t  sp ee ch es  s im ila r  to  th o se  in  H am let. The D u ch ess' 
o u tb u r s ts  o f  g r i e f  and d e s p a ir ,  m oreover, have th e  same in t e n ­
s i t y  o f  f e e l i n g  a s  O t h e l lo ' s .  For th e  most p a r t ,  th e  p r im i­
t i v e  s e l f - c h a r a c t e r i z a t io n  o f  e a r ly  E liz a b e th a n  drama d i s ­
ap p eared , but p la y w r ig h ts  l i k e  Beaumont and F le tc h e r  and Ford  
u sed  th e  c o n v e n tio n  fo r  s c e n e s  o f  a r e l a t i v e l y  low  em o tio n a l  
p i t c h .  They d id  n o t i s o l a t e  and c o n c e n tr a te  th e  f e e l i n g ;  
above a l l ,  th e y  d id  n o t tra n scen d  th e  l im i t a t io n s  o f  th e  char­
a c t e r .
The developm ent o f  an ftinw ard drama" by th e  e f f e c t i v e  
u se  o f  s o l i lo q u y — prom inent a s a s ta g e  d e v ic e  u n t i l  th e  end 
o f  th e  n in e te e n th  c e n tu r y — p a r a l l e l s  a s im ila r  tren d  i n  th e  
tec h n iq u e  o f  th e  n o v e l .^  N o v e l is t s  i n  th e  m iddle o f  th e  
n in e te e n th  c e n tu r y , l i k e  E l io t  and M ered ith , were w r it in g  
f i c t i o n  w hich p la c e d  more th an  th e  u s u a l amount o f  em phasis 
on in t e r i o r  c h a r a c t e r iz a t io n .  The ten d en cy  o f  n o v e l i s t s  to  
c o n c e n tr a te  on in t e r n a l  a c t io n  in c r e a se d  w ith  th e  in f lu e n c e  
o f  Hardy and Conrad whose main i n t e r e s t  was th e  p o r tr a y a l o f  
in t e r io r  m o tiv es  and p s y c h o lo g ic a l  e f f e c t s .  The works o f  
Henry James r e v e a l  an in t e n s e  concern  fo r  th e  in n e r  l i f e  o f  
h i s  c h a r a c te r s . , H is  developm ent o f  a tech n iq u e  c e n te r e d  in  ' 
th e  r e p r e s e n ta t io n  o f  th e  e f f e c t  produced i n  th e  s e l f  by
For an in t e r e s t i n g  and c o n c is e  d is c u s s io n  o f  th e  
s i m i l a r i t i e s  and d i f f e r e n c e s  betw een  S h a k e sp ea r e 's  u se  o f  
s o l i lo q u y  and th e  tec h n iq u e  o f  th e  " p sy c h o lo g ic a l n o v e l" ,  
se e  Leon E d e l, The Modern P s y c h o lo g ic a l  N ovel (New York,
1955), pp. 17-1^7-^577"
Reproduced with permission o f the copyright owner. Further reproduction prohibited w ithout permission.
6*+
e x te r n a l  e v e n ts  may be c a l l e d  th e  b eg in n in g  o f  th e  modern 
•’p s y c h o lo g ic a l  n o v e l”. The tren d  c u lm in a te s  in  th e  n o v e ls  
o f  James Joyce and W illiam  F aulkn er who u t i l i z e  th e  ’’in t e r i o r  
m onologue” to  r ec o u n t th e  su b c o n sc io u s  l i f e  o f  t h e i r  ch arac­
t e r s .
Thus th e  p o s s ib le  r a m if ic a t io n s  o f  t h i s  stu d y  prove  
a lm o st in n u m erab le . S o l i lo q u y , th e  m ost common c o n v e n tio n  o f  
e a r ly  E n g lish  drama, i s  in e v i t a b ly  r e la t e d  to  d evelop m en ts in  
o th e r  ty p e s  o f  dram atic  sp ee ch , b oth  Shakespearean  and p o s t -  
S h akesp earean . The in f lu e n c e  o f  th e  d e v ic e ,  m oreover, can be 
se en  even  i n  th e  a r t  form s o f  th e  p r e se n t  c e n tu r y . A d e t a i le d  
ex a m in a tio n  o f  th e s e  im p ortan t c o n n e c tio n s  i s  an u n d erta k in g  
th a t  must be l e f t  to  th e  fu tu r e .
One d e f i n i t e  c o n c lu s io n , how ever, can be made a s a r e s u l t  
o f  t h i s  s tu d y : Shakespeare fa r  su rp a ssed  h i s  p r e d e c e s so r s  in
th e  dram atic e f f e c t i v e n e s s  o f  s o l i lo q u y .  The o b j e c t iv e  s ta t e d  
a t  th e  b eg in n in g  o f  th e  t h e s i s ,  th e r e fo r e ,  h as been r e a l i z e d .
By c o n s id e r in g  in  d e t a i l  S h a k esp ea re ’ s u se  o f  th e  c o n v e n tio n , 
n o t o n ly  h as h i s  drama been  r e la t e d  to  th e  E liz a b e th a n  p e r io d  
a s  a w h o le , but s p e c i f i c  r e a so n s  have been found fo r  th e  g r e a t ­
n e s s  and permanence o f  h i s  ach iev em en t.
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